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FOREWORD 


Dr. M. A. Dorai Rangaswamy, Reader in Tamil, University 


of Madras, was engaged for many years in the study of the sacred 


Tévaram hymns of the Saiva Saints in general and those of one of 
them, Nampi Arirar, popularly known as Sundarar in particular, 
from various points of view. The present work embodies his 
research in this field. A part of this work was submitted as a 
thesis for the Ph.D. Degree of this University and was approved: 


The University has sanctioned the printing of the whole work 
in two Books. The first part of Book I was published in the 71st 
birthday (20-1-57) of the illustrious Vice-Chancellor of this 
University and dedicated to him. 


The Author’s introduction elaborately explains the scheme 
and significance of the work. : It is hoped that this pioneer work 
will be followed by many more Studies, throwing further light on 
this important and interesting period of Tamil history and culture. 


University of Madras, R. P. SETHU PILLAI, 
15—8—1958 Professor of Tamil. 
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PREFACE 


“The Tamilians poured forth their intense love in 
their hymns, Tévaram and Wālāyiram, the like of which is 
seen in no other language. Monotheism with all its moral 
grandeur shines ever resplendent in the Semitic languages. 
Law is the very breath of the Imperial Latin language. 
The Greek language is the embodiment of Art. The 
modern languages, the French, the German and the 
English march triumphantly along with the progress of 
Science. Philosophy is beautifully enshrined in the 
Sanskrit language. For a study of these higher aspects 
of life, one has necessarily to go to these languages. In 
a similar way one has to go to Tamil which stands 
supreme with its God-intoxicating and bone-melting 
hymns of intense love and light expressed in mellifluous 
numbers of exquisite beauty”.* 

If this is true, the study of the sacred hymns of the Saivites 
known as Tēvāram becomes of paramount interest. Saivism has 
its best exposition as a living faith in these hymns. 


The present work deals with the poems of Nampi Ararar, 
popularly known as Sundarar (Cuntarar), the last of the three 
Tévaram Saints, who modestly states that his verses repeat only 
the ideas of his predecessors Campantar and  Tirunavukkaracar 
(Appar), a statement which we may translate as meaning that his 
hymns are the very quintessence of the other two great Tévaram 
poets. Nampi Arirar’s poems serve asa key to unlock the hidden 
treasures of Tēvāram. 


The Religion and philosophy of Nampi drūrar, as the message 
of this poet, have a greater value than any other aspect of his 
verses, But according to tradition his life itself is an expression 
of a great message. This necessitates a study of his life and fixing. 
The verses sung by this poet being the main source 


of his age. d 
; the guestion of the number of verses sung by him - 


of our study, 


*Some Key words in Tamil Culture by Prof, T. P. Meenakshisundaram. 


https://archive.org/details/muthul «sh 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 
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has to be answered. The name Tēvāram itself requires elucida- 
tion as well as the question of the age when this term came into 
use. The name Sundarar (Cuntarar) by which this poet is com- 


monly known in modern times creates a problem, because it is not 
found in the earlier works. 


There is again the question of the mythology of Arirar’s age. 
For a correct understanding of our poet’s references to mythology, 
apart from the Agamas and the Puranas, we have to search for some 
concreate representation of these stories. The phrase *' Virattanam”’ 
occurring in Tēvāram shows us a way of grouping all the stories 
around that conception. The sculptures of Kailāsanātha Temple 


at Kafici which belong to the age of Arirar according to the pre- ` 


sent writer, have to be studied with reference to the mythological 
allusions found in his own hymns. When it isremembered that 
Arürar s language of mythology is one way of expressing his mes- 
sage, the importance of this study becomes clear. 


All these are in one sense a study of the objective life of the 
poet. Philosophy as the spiritual message of the poet should be 
the crown of his inner personality or spiritual development. The 
verses have to be chronologically arranged so as to reveal to one 


the progress of his spiritual life. This requires a study of these 
verses from this point of view. 


It is on the basis of these preliminary investigations that a 
study of the Religion and Philosophy of Ārūrar is attempted in 
the present work. All these points have not been discussed and 
solved in any previous essay or work though the present writer 
has received guidance from other authors whose writings he has 
quoted in several places. 


In studying the Religion of Ārūrar the Tiruttontattokai 
hymn giving the list of saints who appealed Ārūrar is con cred 
by the present writer to be of great importance. The IDE. 
say gives a concrete picture of the Religion, our poet admi a 
and revered. This hymn and the lives of the cites E 
therein are studied so as to arrive at a conclusion about the e es 
of these stories which could have been in the TAU oko, xtent 
Periyapuranam, Inscriptions, other literary works A x poet. 
Sanskrit and the representations of the lives of these cm la and 
famous Dārāsuram temple and elsewhere are brought an P 

oe 
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probably for the first time to throw a flood of light on the refer- 
ences to these saints in the very poem of Tēvāram writers, The 
penultimate verse in that hymn is held as giving us a convenient 
and important classification of these saints and the conclusion is 
further verified by other classifications, if one may use that word 
found in the other hymns of Arürar. The nationalism of this hymn 
is emphasized in this essay as also our poet’s love of Tamil as the 
very form of the Lord, and the implications of this outlook are ex- 
plained. Ariirar’s theory of mantra and of the language of worship 
come in for study. This nationalism is next shown to be but a 


stepping stone for the universal outlook of our poet. This raises ' 


the question of the unhappy reference to other sects and it is shown 
here that these references do not run counter to our theory of 
Árürar's universalism. The details of worship have been inter- 
preted and explained in terms of the Āgamas, as all leading to a 
mystic experience of the Absolute. 


Coming to the study of the Philosophy of this poet, his con- 
ception of Nature, Soul and God has been discussed from the 
point of view of mysticism. The importance of *Akattinai poems 
or poems of bridal love, has been attempted to be brought out. 
The ethical point of view is also explained, as also the final goal 
of spiritual life as contemplated by our poet. To some it may be 
a disappointment that we could not label this poet as belonging 
to any particular creed or dogma. But the trend of the poems as 
studied by us leads us to only one conclusion that our poet was 
a mystic whose experience avoids all conflicts by its harmony. 


The present writer does not remember that the subject has 
been approached from this point of view before, and he claims all 
the approaches and conclusions referred to above as his original 
contributions, subject to the sources which he has used and which 
he has acknowledged. 


'The Author is extremely thankful to all those* who offered 
their suggestions when preparing this work, viz., "The Religion 
and Philosophy of Tévaram with special reference to Sundarar”, 
and he offers his special thanks to the members of the Syndicate 
for having sanctioned the printing of the whole of his research 


work in four volumes. 


*Prof. T. P. Meenakshisundaram Pillai, Prof. T. M. P. Mahadevan, Prof. 


P. Sankaranarayanan, Thiru V. S. Chengalvaraya Pillai, Thiru S. Somasundaram . 


Pillai, Dr. N. Raghavan and Sri. S Subrahmanya Sastri. 
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xii PREFACE 
The first volume viz., “Nampi Ārūrar's Tēvāram, His life and 
Age” was published and dedicated to the Vice-Chancellor of the 


Madras University on the day of his 7lst birthday celebrations 
in January 1957. 


The Author is thankful to the Vice-Chancellor for his having 
accepted the dedication and to the Professor of Tamil for his ready 
help and encouragement at all times and for his Foreword. 


M. A. DORAI RANGASWAMY, 
Reader in Tamil, 
University of Madras. 


15th August, 1958, 
Madras. 


... After the second volume was printed, both the first and the 


second volumes were together published as Book I in August, 
1958. 


Now volumes three and four are published as Book II of 
which volume four was submitted as a thesis for Ph. D. Degree 
of this University in 1956 and was approved. 


The subseguent volumes are also dedicated to the Vice- 
Chancellor. 


25th July, 1959, 


M. A. DORAI RANGASWAMY, 
Madras. 


University Professor of Tamil, (Madurai) 


All the four volumes are included and published in this 2nd edition as a single 
volume. 
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| Method of citing Authorities 


Numbers in poetical works refer to the verses; when two 
numbers are used, the first denotes the hymn or chapter or *kātai”, 
and the second, the verse or line in it; when three numbers are 
used, the first denotes the Tirumurai, the second the hymn, and 
the third the verse. For example, Jol. 55 means, Tolkappiyam » 
verse or cūtram 55; Campantar 125:3 means Campantar Tēvāram j 
hymn 125, verse 3; Campantar 1:15:9 means Campantar Tēvāram 
Tirumurai. 1, hymn 15 and verse 9. Mere numbers such as 65:2 
will mean only Ārūrars Tēvāram, hymn 65 and verse 2. 
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VOLUMEI 
NAMPI ARURAR’S TĒVĀRAM, HIS LIFE AND AGE 


INTRODUCTION 
I 


The Tamil Country, more than any other part of this world, 
continues even now to be the home of all religions. Among 
these religions, the authoritative treatises on the Saiva Siddhanta 
and the Ten-kalai Vaisnavism are found only in Tamil. They 
are the wonderful products of the Tamilian intellect and 
history. Of these two Saivism has become, in the course of the 
history of the Tamil Land, identified with pure Tamil Literature 
as contrasted with the Maņipravāļa or Sanskritized Tamil, which 
has become, in the popular view, identified with Vaisnavism. 


II 


The Sacred books of the Saivites in Tamil consist of two i 
| series: the one, the Sacred Literature called the Tirumurais, and , 
the other, the exposition of the Saivite Philsosphy called the » 
Fourteen Sàstras. The Tirumurais are placed on a par with the 
Védas themselves. Being poetry of a very high order, they are :% 
naturally more popular and authoritative than the other collec- E 
tion which attempts but to systematize the philosophical thought, 
| running through this sacred literature of the hymns. 


III 


These Tirumurais are twelve in number, as they stand at 
present; for, their number must have evidently been growing 
from time to time. Tirumurai really means a Sacred book. The 
first seven Tirumurais are the hymns of the three great Saivite 
saints, Tiruianacampantar, Tirunāvukkaracar (otherwise known - 
as Appar) and Nampi Ārūrar (Orne M known as Bor 


positions of their age er it is On the Bas | 
the poems of Campantar were grouped a as 
the Dub the Saee and the Pur Tir 3 


e ES books, the 


founda the 


i% 
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2 NAMPI ARURAR’S TEVARAM, HIS LIFE AND AGE 


Though there was a variety of musical compositions in Nampi 
Arürar's poems as well, his works were collected, into one single 


book alone, as the Seventh Tirumurai, because of the lesser 
number of his poems then available. 


IV 


Of these three saints, Campantar and Appar are contempo- 
raries and Ārūrar comes after them. Appar is admitted on all 
sides to have been the contemporary of Mahéndravarman whom 
he has converted to Saivism. Mahéndravarman belongs to the 
first part of the seventh century A. D. Campantar, who is a 
younger contemporary of Appar, is also a contemporary of Cirut- 
tontar, the conqueror of Vatapi (Badami).! In the seventh cen- 
tury itself, Badami was twice conquered by the Great Pallavas, 
once in the reign of Narasimhavarman I, the Mamalla, and again 


in the reign of his descendant Paramēšvara. 


Because of these, 
some like the late Prof. 


Sundaram Pillai would make Campan- 
tar belong to the first half of the seventh century and others like 


Prof. M. Raghava Aiyangar would assign him to the last part of 


the seventh century. Ārūrar refers to these two great saints, 


Campantar and Appar, with great reverence and love. In great 


humility, he sings that he is only repeating what these two great 
saints have sung.2 Therefore, by his time, the two saints and 
their poems must have become very popular and authoritative. 
As there is a good deal of conflict about Arirar’s age, it has to 
be discussed separately, but it may be stated here that he is not 


assigned to any period later than the 9th century A.D. 
V 


The poems that comprise the eighth Tirumurai are Tiru- 
vācakam and Tirukkēvaiyār by Māņikkavācakar. These ‘bone- 
melting hymns’ as Dr. Pope would praise them, could not Rave 
been missed. The singing of these hymns set to music, beca 
regular part of temple worship and because of their im ^ me a 
even members of the Royal families composed a qe d ance, 
These musical compositions of kings and others Werc CAM 
together as the ninth Tirumurai, somewhere in th collected 
century, perhaps after the construction of the Pe s € eleventh 
kaikonta Gēļapuram, which is referred to in CH emple Kan- 
omission of the popular and eclectic poems of fli The 

1. P. P. Cirut. 6. umülar was 
2. 7: 67: 5. 
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soon felt and they were collected as the tenth Tirumurai. Other 
Saivite poems belonging to different ages were redacted into a 
miscellaneous collection called the eleventh Tirumurai. The 
The adoration of Saivite saints and their poems required a Pur- 
ana or an Epic. Cékkilar gave expression to this universal desire 
of the Tamilian Saivites in his Periyapurāņam which was classified 
as the twelfth Tirumurai, somewhere about the 12th or the 13th 
century A. D. Itisin this century that the age of Philosophical 
expositions by Meikaņtār and his disciples called the Santana 
Ācāryas, began; for Meikanta Tēvar of Tiruvenneinallür is men- 
tioned in an inscription? of the year 1232 A. D., and Umapati- 
civam, the disciple of Maraiiāna Campantar, himself a disciple 
of Arulnanti, who is in turn a disciple of Meikantàr, writes that 
his work Gankarpanirākaraņam was written in Sāka 1235, i.e., 
1313 A.D.4 
VI 
It is clear from this enumeration of sacred books that the 


first place of importance was given ftom very early times to the 

hymns of the three Tēvāram saints as they were called. They 

| belong to the heyday of the glorious Pallavas. It was Mahendra- 

| varman that claims to have introduced a new way of building 

temples in rocks as opposed to the old temples, all of which must 

have been built either of wood or of bricks. The political revival 

of the Pallava Age had its counterpart in the religious and cultu- < 
ral revival of the Tamil country; and in this revival the ever- 
increasing temples became the community centres for the Tamil 
people. The three great Saivite saints of Tēvāram, along with 
their hosts of followers, went round the whole of the Tamil K 
country and composed and sang their beautiful and original 
musical compositions in every one of the temples they visited. 
The cult of the temples and pilgrimages was thus unconsciously 
laying its deep foundations in this country. The beautiful des- 
criptions of landscapes in every village of which these saints sang, 
made the inhabitants take a pride in their native villages and 
cherish the memory of the associated musical verses. This local 
appeal and colouring made these poems really universal and 
popular all through the Tamil land. 2 
VII 


the importance attached to them in public and priv 


3. Ep. Ind., Vol. VII, p. 268. rītos kā 
4. Pāyiram: ll. 26-27. : S 
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The first place of importance the Tirumurais occupy in such wor- 
ship is explained by the fact, that they were sung and made 
popular by these great saints themselves, thanks to the practice 


of singing these hymns in temples, and their singing became an 
indispensable part of the temple worship. The Kamikagama, the 
agama which rules most of the temples in South India lays down 
that the hymns in Tamil should be sung immediately after the 
daily worship in every temple: 


“Tadirdhvam grandha bhāsādyair gānam dhupāntamācarēt 
Urdhvam Dravida bhasangam gānam nrttayutam tu và"? 


VIII 


It is the hymns of the Saivite atiyārs and the Vaisnavite 
alvàrs that revitalised Hinduism in the Tamil country. The early 
Pallava Inscriptions are all in Prākrit and reveal the influence of 
Sanskrit. The Pallavas were also great patrons of Sanskrit lear- 
ning and Sanskrit centres of learning, viz., the Sanskrit Univer- 
sities like Cofijivaram, Bāhūr and Ghatikācalam. Dandin was a 
poet of the Pallava Court and Mahéndravarman himself had 
written a Sanskrit Drama, Matta Vilāsam. But Sanskrit could 
never have appealed to the popular minds of the Tamil country. 
The Buddhists and the Jains had realised this truth very early in 
the history of converting Tamil country to their fold. They, 
therefore, gave the place of importance to the regional languages 
and developed them by writting in them text books on grammar, 
ethics, popular stories and philosophy. The Hindu revivalists 
realized this secret of their success and began singing in Tamil. 
This had such a tremendous effect; and soon Buddhists and Jains 


lost their hold on the common man. The revolutionary move 
has to be explained at length. 


IX 


As Nampi Ārūrar himself admits that he is giving express; 
to the same thoughts and ideas which the two other aan ssion 
had sung,® his work can be looked upon asa K vi 
secret treasures of the earlier writers. Compared. à SA the 
compass of Ārūrar's writings—there are not even 1 039) e small 
his—the poems of the other saints are voluminous a is of 
this key they are a labyrinth for beginners. It iş "i nd without 
to begin the study of Tēvāram with Arürar, erefore safer 


5. Pūrva., IV: Arccanavidhi-438. 
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RISE OF THE TEMPLE CULT IN SAIVISM 4 
OR M 
TEMPLES AND TĒVĀRAM 
I a 
The Temple Cult gradually developed, thanks to the Tévaram 
saints, into Agama public worship. Ārūrar himself explained the 


importance of these temples in the spiritual development of the 
soul in his hymn on ‘Alakkéyil’: “Calak koyil ulanin kēyil avaien 


talaimēl kontati mālait tirnten vinaiyum turantēn vànó rariyā A 
neriyàne&"! — ʻO Lord, whose path is not known even to the pe 
Heavenly beings; many are your temples. Considering them as ķā 
my crest jewel, I adored and worshipped and danced. I got rid x 
of my illusions. My karma, I escaped, by brushing it aside.’ 

How this importance came to be placed on the temple is indeed " 


an interesting study. As the Tēvāram verses are sung in relation 
to the temples, the development of the temples has to be under- 
stood. ; 


Tirumurukārruppatai of the Cankam age gives us the various 
places of natural beauty and social congregation which were held 
sacred. The Cankam poems and Cilappatikaram refer to the 
temples of Siva probably built of bricks. Most of the Saivite 
temples of the later times grew out of the original places of wor- 
ship in and around natural scenery in forest areas, on mountain 
tops,* on the banks of rivers,* of tanks, or on the seashore.® 
When the country became richer, the temples arose in cities’ 
with elaborate gates,® where, in course of time, the ancient histo- 
rical festivals came to be attached to these temples.? 1 


Vāyil, Ālavāyil, etc. 
Campantar’ s Mayilai iym is Iraiyana 


1. 7: 41: 3. 

2. Katampavanam, Punnaivanam, Nellikkā, Alankatu, Tillaivanam. 
3. Erumpi, Kāļatti, Inkoymalai. 

4. Mayilatuturai, Tiruvarutturai, Tiruvāvatuturai. 

5. Kulam. 

6. Neytalankānal, and Punnaiyankanal of Mylapore. 

7. Wir: 

8. 

9 
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Some of these temples remind us of the ‘Potiyil’ and ‘Ampa- 
lam’ and ‘Manram’ of the Cankam Age, all connected with com- 
munal and religious gatherings. Perhaps there was the tree cult 
as well. In every Siva temple there is a special tree or plant 
connected with the temple.? Probably because there was no 
other temple except the tree to start with, a few temples have 
come to be known after the names of such trees or plants as 
Nālalkēyil, Kokutikkēyil, Ālakkēyil, Pātirippuliyūr, etc. The 
temples came to be built as tiled houses with platforms all around 
even as we see in Malabar today. They are called ‘Ampalams’ 
and the Citamparam temple, called even now Ampalam, preser- 
ves this appearance even today in the sacred hall of Nataraja. 
Even in other old temples, the place, where the idol of Nataraja 
is worshipped, suggests from outside this ancient appearance. 


‘Vauvanatti mantapas’, otherwise known as ‘Vauvalnerri manta- 
pas’ are of this type. 


Il 


There are references in literature to the construction of 
temples and other places with ‘cutuman’ or brick. The various 
shapes of the old temples of brick are probably represented by 
the varying shapes of rathas in Mahābalipuram. Even in the 
times of Ārūrar there must have been one such temple of brick 
which he refers to in his poems as ‘Paravai un mantali’, often 
understood as a place of private worship inside the house of 
Paravai Nācciyār. Because the meaning of this term has not been 
well appreciated, a mythological story based on folk philology 
came to gain currency. It is said that the sea (paravai) vevis 
wed into the city of Ārūr and this temple (mantali) alone remain- 
ed rearing up its head gloriously above the waters of the reat 
flood and swallowed (un) its waters sent by Varuņa. This a 1 
is shown as the one existing on the south-west of the te e 


m 
What the great Temple could not do, this minor shrine ux car. 
have done. said to 


At this stage the word ‘Tali’ may be examin 
d c a 7 ed a D 
A distinction is made by Tirunāvukkaracar Daiva. 
and ‘pala taļikal”,!? both of which according to im g irukkēyil” 
any city worth the name and in their absence à Should be in 
+) 


VR City is but a 
10. Itaimarutu, Mullaivayil, Pātirippuliyūr, etc 
11. Maņimēkalai, 3: 127; 6: 59; 18: 33. 
12. 6: 95: 5. 
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thick forest: “Tirukkōyil illāta tiruvil frum... pankinotu pala 
talikal illā ūrum...... avai ellām ir alla atavi kate’’.18 


If Tirukkēyil is a temple, the talis must be something like 
choultries or mutts with many rooms where the pilgrims could 
rest and perform their private worship before visiting the temple 
for public or congregational worship. Probably they are places 
of tapas as is made clear by Nampi Ārūrar: “Tali calaikal tavam 
āvatu tammaip peril anrē”.!t These talis for private worship in 
due course of time would have become independent temples. 


"Tali is a temple.'5 ‘Kurakkuttali’ is referred to by Nampi 
Arürar.5 We have the usage Kaccimérrali, Palaiyarai mērraļi, 
Paļaiyārai vatataļi, Paļaiyārait tenrali. Appar mentions in his 
hymns Kaccimērraļi.!” and Paļaiyārai vatatali.? Palace is known 
as ‘Ayiram taļi” or 1,000 rooms!® and an inscription speaks of 
the Palaiyarai Palace as Ayiram tali? Temples in addition to 
gates grew as guardian angels on the four sacred points of the 
compass. 


Tirupputtir in Ramnad District has traces of a fort wall, 
and in this wall must have been built the present temple of 
Tiruttaļinātar, establishing once again the connection between 
Tali and the fort wall. When Tali developed into a temple of 
public worship, we have a temple official called ‘Karralip piccan' 
who was a sculptor and engraver on the wall. Kaccimērraļi?! 
may be taken, on this basis, to be also a temple on the west of 
the fortress and palace of Kāīīci. There is also a place called 
Onakantan Tali in Kafici.?!, Tiru Ārūr also was a place of special 
importance to the Cēlas, and they must have had a palace, at 
least since the times of Manuccēla. If ‘Paravai ul mantali’ does 
not refer to Paravai Nacciyar, it may refer to a temple within 
the fortress walls, for, according to Pinkalantai, ‘Paravai’ means 
a wall. 


But it is not here intended that this temple ‘Paravai ul 
mantali' was built of mud. The artistic work of giving shape to 


18. 6: 95: 5. 16. 7: 47: 2. 
14. 7: 78: 6. 17. 4: 43. 
15. Cintamani, 306. 18. 5: 58. 


19. ViracOliyam—Tokaippatalam, verse 3: commentary: ‘Ayiram ta]i kūtina 
itam ayiram taļi. 

20. S.LL, Vol. IV, No. 372, 1. 24. 

21. 7: 21; 4: 43. 

2la. 7: 5. 
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the brick framework with plaster and attractive painting is even 
now practised by those ‘kottans’ who work on modern gēpurams 
(towers). 'This meaning of plaster on bricks (cutai) is given for 
the word ‘man’ by the commentator Parimélalakar in explaining 
the term ‘man màn punai pàvai.? The word ‘cutai’ is used in 
the sense of lime plaster even now, especially with reference to 
the plaster giving human and other forms to the bricks. This 
usage is as old as the Twin Epics: ‘Velli ven cutal ilukiay 
mātam”.2? This name arose probably because of its pure white 
colour. 'Thisreference really explains the meaning of ‘man’ in 
other places: ‘Netu nilai mannitu ninra vayil@4 and ‘Pankura 
mannittip paņpura vakuttu' 25 *Mannitu' seems to be the techni- 
cal term for this art and the experts in this art were called 
‘Mannittalar’ in Cilappatikāram** and Manimēkalai?” the very 
people whom modern Tamilians call *cutai vēlaikkārar”. 


Tirukkural also takes us back to an anterior period when 
instead of bricks, wood was used. When the plastering art 
developed and constructions in brick grew in number, the old 
decaying wood works were also probably plastered for restoring 


the former shape. This leads to a new art of plastering on 


wooden frame as a skeleton. It is this which is referred to 


according to some commentators in the kural which speaks of 
such artistic works: ‘‘Mannotiyainta maram”.2% 


Such artistic plaster work continued to beautify the temples 
and citiesin the Pallava period as well. Tirufianacampantar 
refers to such ‘cutai’ work in mātams: "Gulavu mà matilum 
cutai mātamum nilavu tantalai nineri".? Maturai was famous for 
this kind of work: “Nila mulaikkum ankalakac cutai mātak kütal 
Alavay’’.®° ‘Kalakam’ is probably ‘kalapam’, another ene For 
this mixture of lime used as plaster as is seen from Mānikka 

= D 2 = O5 € g s m 
vàcakar's Tirukkovaiyar, ‘Nun kalapat-toli pàya.9 This M 


29. Kura], 407. 

23. Maņimēkalai, 6: 43. 
24. Maņi., 6: 47. 

25. Maņi., 6: 200. 


26. 5: 30. 

27. 28: 37. 
28. Kural, 576. 
29. 3: 50: 10. 
012732" 
31. V. 15. 
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gestion is strengthened by the use of the word ‘kalakam’ by 
Campantar himself: *Kalakap puricaik kavinàr cārum kalik 
ka]i. "9? This reference reveals the way in which the fortress walls 
were beautified by such artistic plaster work and ‘Paravai-un- 
mantaļi” may be one such work of plaster art. 


III 


A systematic attempt at spreading this temple cult by build- 
ing imposing temples was made in the regin of Kēccenkaņān. 
This was such an important event that Tirumankai Alvar, though 
a Vaisnavite himself, refers to the construction of seventy-eight 
temples by the Cola in his sacred hymns, These were built on 
high basements with running steps on the style of *mātamāļikais'. 
These were therefore called *matak koyils'. As compared with 
the old puny temples, these were huge and big. Therefore, these 
were called ‘perunkéyils’ or the big temples: Nannilattup perun- 
koyil33 Kéccenkanan must have lived before the Pallavas came 
into power and after Céran Cenkuttuvan. It was probably from 
his time that the temples came to be known as koyil or kovil. 
Kēyil originally meant the palace of the king,*4 fortified by fort- 
ress walls, on the model of the Tanjore temple. Kēccenkāņān 
thought of building the temples like palaces. The Tamil Lexicon 
(by referring to verse 2363, Canka Ilakkiyam, Samājam edition) 


gives the meaning of temple for the word koyil, as having obtai- n 
ned in the Cankam age; but a reference to the poem shows ‘Annal + 
koyil is really the palace of the Pandya king. Cintamani speaks 


of the palace as Kéyil. Patirruppattup patikam?* speaks of the, 
Queen as ‘Koyilal’. But by the time of Tirunavukkaracar it 
has come to mean any temple.** Perunkēyil, therefore, refers to 
a particular kind of temple. As contrasted with these perun- 
kēyils, we have references to *Ilankoyils'?? either because they are 
new temples or because they are smaller in size? Wehavethe 
‘Tankanaimatam temples’ with what are called *Gajaprsta Vimā- 
nas’. There is a reference to *Karakkoyil' probably because the — — 


32. 1: 102: 3. 35. 8th ten. 
33. 7: 98. A 36. 6: 95: 5, 6. 
34. Gilap., 20: 47. 37. 6: 71: 5. 


38. The contrast between 'Ilaficeral Irumporai' and Peruīi 
may be noted. 2 E 
39. 6: 71: 5. pid, ts 
40. 4: 19: 1-11; 6: 71: 5. 
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approaches and steps being in the form of the trunk of the 
elephant. It is said that these temples are in the form of chariots. 
Tēvāram also refers to *Manikkoyil,! probably because of maņi- 
like (bead-like) spherical domes in those temples. Campantar 
speaks of Madurai Temple as Manikkoyil.? These Manikkéyils 
were probably modelled on the Buddhist Caityas with apsidal 
domes. Perhaps ‘Alakkéyil’, Nalal koyil’, *Kokutikkoyil'? were 
also names after the peculiar shapes of the domes. 


Later on, the pallis or caves of the Jains and Palis of the 
Buddhists attracted the attention of the people, and cave temples 
developed during the reign of Mahéndravarma Pallava. From 
then onwards started the building of temples in rocks. This 
development can be traced from the sixth to the twentieth 
century. The Saiva temples came to be called the ‘Iccurams’ 
either after the patrons who built the temple, such as Mahéndréc- 
curam, Céliccuram, or after the particular sect worshipping there, 
Kapāliccuram. 


Rev. Father Heras speaks of the rock temples first starting as 
cave temples with Garbagrha, developing during the time of 
Narasimha I, the Mahamalla, into Rathas, and rock cut sculp- 
tures and during the time of Narasimha II or Rajasimha into 
craft-constructed temples of hewn and hand placed stones. He 
also notes that during the reign of Mahamalla, the develoment of 
Mukha mantapa, Navaranga, Pradaksinas round garbagrha and 
of smaller shrines, the pradaksinas according to him increasing in 
number after Mahamalla. But these may be new developments 
with reference to the temples in rocks, but these must have been 
old features in ancient temples built by Koccenkanàn and others 
The pradaksinas were old gardens. This conception of new kiad 
of temples which is preserved even now as against the old temples 
of brick and wood which have all disappeared, is the ps f 
Mahēndra, the disciple of Appar. In his Mandagapattu o 
inscription he is rightly proud of his eternal aane JC 
speaks with all the joy of a new discovery and SS, e 
is the temple caused to be constructed by Viētmau Bs 
Brahma, Ī$vara and Visnu without bricks, without ee for 
without metals and va mortar”, He i. Nom 

: 3 icitraci "al in. 
calling himself Vicitracitta or Man of original conceptions". 

41. 6: 71: 5. 43. 6: 71: 5. 

42. 3: 120: 4. < Ss ISIN Soe 
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Kēccenkaņān was the first great Temple-builder, and Mahēndra 
the second great Temple-builder. 


The temples in rocks have become a natural institution of 
South India. On thebanks of Kāviri, where there is not a single 
block of granite available, these temples of rock with their 
heaven-ward looking ‘gdpurams’ of rock brought from distant 
mountains speak even today in their majestic voice of the Titanic 
labour involved in the transportation of the rocks, of the great 
engineering skill involved in the construction of the temples 
themselves, of the great love of the people for the temples and 
of their sincere reverence to God which inspired them to raise the 
domes and halls. 


First starting with the garbagrha or the sanctum sanctorum 
adorned with a ‘vimana’ or dome, for worshipping the linga in 
the centre, it began to grow in ever enlarging circles, from age to 
age with a ‘natu-mantapam’ or central hall in front, with the 
putting up of compound walls, thus giving place for enclosing 
with a certain amount of vacant space within the compound. 
Gradually there developed within the compound, the ‘curralai’ 
or a pillared corridor accommodating therein the shrines of 


Candésvara, Ganésa, Saptamatru, Subrahmanya, Sürya, Gandra, fa 
Jyēsta, etc. Still later, gateways were opened on the four points m 
of the compass with small gépurams raised on their tops, gopu- m 
rams which soon eclipsed the vimānas and grew to gigantic a 


heights. These inspired, in time, the devotees to dig tanks and 
to build more and more prākāras or compounds with māļikais 
and matams full of beautiful workmanship, wherein Puranas were 
expounded, or to build mutts and colleges and Sarasvati panta- 
rams or libraries attached to the temples. These were under the 
supervision of great spiritual men called Tirumālikaittēvar, one 
of whom had composed some verses of Tiruvicaippa included in 
the ninth Tirumurai. The devotees were also inspired to cons- - 
truct a separate shrine, Kāmakkēttam, for the Mother Godd 
who till then was housed as Bogha Sakti in the Lord’s shrine it 
or in a shrine in the currālai. : e 


IV ul 

These developments clearly reveal | Y 
came to occupy in the minds of th e jg and he so 
of the country. The architect, the otor, the painter, the 
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dancer, the musician, the philosopher, the religious man, the 


pourāņika, the administrator, the humanitarian and the poet 
found their vocations there. When the temples thus became the 
centre of the political, social, cultural, religious, artistic and edu- 
cational life of the Tamil country, maņtapas or halls, where these 
varied activities could be carried on, were built in these temples 
by kings and patrons to perpetuate their memories or the memo- 
ries of saints*® or the particular forms of God they worshipped 
or the memories of the particular activity for which the hall was 
built. The mantapas were originally bowers or gardens as is 
made clear by such terms as "Tēvāciriyak kavanam’ and they 
became gardens in stone. The hall of grammar, the hall of dance, 
the hall of drama, the hall of music; the hall of hymns and the 
hall of Purana, the open air theatre, the round of wrestling and 
other tournaments with four pillars, sixteen pillars, hundred 
pillars and thousand pillars—all these came into existence. Elec- 
tion to the local self-governing assemblies and committees took 


place in these halls and their meetings also were held under their 
roof. 


Public documents and grants were preserved by being inscri- 
bed on these temple walls. On account of this great importance, 
elaborate rules were laid down for renovating and preserving 
these charters when temples were rebuilt. *Karralip Piccan’, the 
sculptor and engraver, therefore, assumes such a great importance 


that we find in one place at least, his image being erected in a 
temple.?” 


On account of this importance, the temple administration 
became a matter of state concern and we have temple assemblies 
of Máhe$varas or Sri kariyam ceyvār or Koyil kanapperumakkal. 
or Pātamīlattār in those places where the village assemblies the l 
selves did not look after these temples. The Amrta Gana m- 
bably, was the Temple committee. "There was provision (1) for 
the maintenance of the accounts, Srīpaņtārapp Šēla (1 Or 
treasurer, Sivapantāri, in charge of the treasure of th Or a 
called Sripantaram, (3) for the auditing of the cS temple 
Government officers and (4) for the condemnation of sliby the 
drēhis. Dévadanas were granted sometimes IU uu ha 

ole 
45. C.f. Ciruttoņtanampi maņtapam, M.E.R.: 57/1913 
46. Tirukkaikkotti, 41411908, 454/1908. 
47. 132 of 1925. 


ntpearchive oroldeians/mu taat uua adeny E 


— ———— ee 


EEE “a AUAAAUAuUAI .. 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy NT 


RISE OF THE TEMPLE CULT IN SAI VISM 13 


villages for the families living therein in connection with the 
temple service—the kēyilparivāram—Devakarmi, Arccakar or 
Kulankilar, Tattalikkottuvar or Tiruppali kottuvār, Taļiyālvār, 
Vilakkut tavacikal, Patiyam pātuvār, Mantirācāryar, Pūkkoyvār, 
Māņikal (Students), Matattuccattap perumakkal, Dancing girls 
like Kittikal, Māņikkattār, Uruttira kaņikaiyār, Uvaccar. There 
were regular feeding houses and sometimes what may be called 
hospital arrangements within the temple. A compulsory contri- 
bution called ‘Makamai’ or ‘Makanmai was also collected. This 
explanation, of the story of the development of Temples, shows 
how the Tévaram Saints played an important part in the history 
of Temples. Mahéndran was Appar’s disciple and provisions were 
made for singing Tévaram. But this is not all. 


V 


With the development of temples, grew the cult of pilgrima 
ges to Siva temples and people reverentially made lists of these 
temples, "Ksēttirakkēvai”, to be seen and worshipped by them 
on their pilgrimage or journey within the Tamil Country. These 
lists took the form of songs addressed to the Lord of temples. 
The earliest known literary list of temples, is from the pen of 
an ancient Pallava king. The book is called ‘Kséttirat tiruvenpa’ 
and the author is called Aiyatikal Kātavarkēn and this book is 
included in the eleventh Tlrumurai and the author is one of the 

63 Saiva saints sung by Nampi Ārūrar. 


VI 


The name of the author Aiyatikal Katavarkon is interesting 
as it throws a flood of light on the early Pallava history. Kata- 
varkon—the last two words (Katavar and kén) in his name mean 
the king of the Pallavas. Dr. Minaksi is wrong in stating that a 
the title of Katava as applied to the Pallavas was of a later ori- y 
gin.48 The father of Nandivarman II is spoken of as Kātavēša- 
kula Hiranyavarma Mahārāja and this term Kātavarkēnis used by 
Nampi Arürar in his Tiruttontattokai in the 7th or 8th century 
itself. Narasimha I, the Māmalla, is spoken of as ‘Kanduvetti’ 
(Kātu nasalised as Kandu by mistake) in the Mahavamso of | 
Geylon. The term Aiyatikal remains to be explained. 
can be translated by the Sanskrit word 'Svāmi. Ther 
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word ‘Ai’ means the Lord, the father or the brother, most often 
in later times the father, he being the head of the family. This 
Aiyatikal, therefore, reminds us of the interesting title known to 
the students of the Pallava History ‘Bappasvami’. The Hiraha- 
dagalli plates mention one Maharaja Bappasvami whose gifts 
were confirmed by the king Sivaskandavarman. On the basis of 
the oft recurring title of Bappa Bhattaraka, Dr. Minaksi feels that 
Bappasvami also similarly should mean a religious instructor or 
guru. The gift specifically mentions Bappasvàmi as a Maharaja 
and Sivaskandavarman as the Yuvamaharaja. Dr. Minaksi ex- 
plains this away by reference to religious instructors being res- 
pectfully addressed as Maharajas. But the name in Tamil, Aiya- 
tikal Katavorkón, which appears to be a Tamil rendering of the 
term Mahārāja Bappasvāmi of the Pallava dynasty admits of no 
such explanation. Whatever doubt that might have arisen at 
the mention of the term Mahārāja Bappasvāmi whose gift is con- 
firmed by Yuvaraja Sivaskandavarman must now be set at rest 


by this specific reference to Aiyatikaļ as the Katavarkon, the 
Pallava king. 


The Sanskrit works like Upamanyu Vilāsam, Sivabhakta 
Māhātmya, Skāndēpapurāņa, Sivarahasya and works in Kannada 
try to translate the names found in Tiruttontattokai of Ārūrar 
without appreciating the genuis of the Tamil Language. Ārūrar 
in some places refers to his contemporary saints and one such is 
Kalarcinkan, a Pallava king. This is translated as Pāda Simha 
Kalal, like the Victoria cross, was a symbol of victory and Hero: 
ism; in the form of an anklet it was worn by the victorious heroes 
Therefore, Kalarcinkan means only the king, the victorious, pe E 
haps a Rājasirhha or a Narasimha. In translating the term Ai p S 
kal Kātavarkēn, these Sanskrit works once again go w a 
Kātavarkēn is taken to mean the king of the forest, the Si n 
the land, and Aiyatikal is translated as Paūcapāda ass m a 
refer to the five topics of the Pāšupata Philosophy US i to 
the Aiyatikal Katavarkon is variously spoken of in ne meas 
and Kannada works as Simhanka, Padasimha or Pasion šā anskrit 
Evidently these books are confusing Aiyatikaļ Ke asiha, 
Kalarsinga. Some of these will make it Bat b PS ön with 
Kalarsinga was the son and Aiyatikal Kātavarkēn S RR or 
called Bhimavarma, who retired from his kingdom m. a 

in life 
49. Ibid., P- 10. 
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but unfortunately this imaginary story of the Sanskrit works goes 
straight against the Epigraphical records? which made Simha- 
varman the father of Bhimavarman. Therefore, no reliance can 
be placed on these Sanskrit versions and one may safely proceed 
on the basis of our identification with Maharaja Bappasvami of 
Aiyatikal Katavarkén whose important work on the temples is 
collected among with the ancient poems of the Tamil Country in 
the eleventh Tirumurai. Aiyatikal, therefore, must belong to the 
third century. But there are difficulties in the way. His work 
refers to Ciramalai (Cirappalli), which name could not be older 
than the fifth century; for, the name of the Jain Saint ‘Cira’ found 
inscribed in the Tiruccirappalli cave could not be on palaeogra- 
phical grounds older than the fifth century A.D. 


VII 


If the term Aiyatikal Kātavarkēn of Ārūrar does not refer to 
the original Bappasvami, it at least proves the usage at the time 
of Ārūrar, in that way explaining also the older usage of the times 
of Sivaskanda Varman of the third century. The kings were 
called Svàmis or Atika]; in the Pallava age ‘Perumanatikal’ is the n. 
usual reference to the reigning king. An inscription of the age of ! 
Aparājita refers to the verse of this king as that of "Perumān n 
Atika”. To distinguish God, who is the king of kings, from the 
kings of this world, Ārūrar calls Siva, ‘Periya Peruman atikal'— 
the Greater King. If this usage is understood, it will be clear 
that ^Aiyatikal must be a reference to the previous king—the 
king who preceded the ruling prince. It will be later on explained 
that Aiyatikal was Mahēndravarman II. 


VIII 


Whether this identification is correct or not, it cannot be ; 
doubted that this work of a Pallava king preceded the age, at . 
least of Ārūrar who still further popularised the temple cult by 
singing, not one verse as Aiyatikaļ did at each altar, but ten - 
verses and in some cases tens of verses in praise of the Lord 
in each one of these temples. This practice of singin: 
(Pāttu) is older than that of the three Tēvāram 
‘pattu’ is called ‘patiyam’ or ‘patikam’. The e: 
this word Is not aed vang itis a corruption 
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the traveller or pilgrim singing the hymns, or from Pati, the Lord, 
in whose praise the poem is sung. 


Evidently this has a reference to the Tamil word ‘Pattu’ 
since these Patikams consist of ten verses, in addition to the last 
verse giving the name of the author. Before one passes on to 
consider the conception of patikam, the thoughts on the sacred 
lists of the temples may be gathered together. Reference was 
made to the Kséttira venpa of Aiyatikal. This is found included 
in the eleventh Tirumurai after the works of Karaikkal Ammaiyar, 
but before the works of Céraman. Perhaps this arrangement is 
chronological. Campantar has sung one Tirukséttirakkovai?!— 
the string of holy places. This is very important but unfortuna- 
tely many lines of the hymn are missing and even with reference 
to the portions available, it is not possible to understand his refe- 
rences like Turai 8, Katu 9, Kulam 3, Kalam 5, Pati 4, Pali 3 
etc. Campantar has composed hymns on many of the temples 
in existence during his time with the set purpose of making these 
musical compositions systematically sung during the times of 
‘daily worship. The benedictory verses taken in this light assume 
very great importance. The poems of Appar have no such aim; 

they are best fitted for mystic musings and contemplation. But 
he has not forgotten the temple worship and the sacred list of 
holy places. He sings his string of holy places in his Tiruttanta- 
kam verses. There are two hymns of this kind: one is ‘Kséttirak- 
kovait tiruttantakam’;® the other is the more interesting ‘At 
tiruttantakam’®3 which tries to arrange the temples into groups 
of Palli, Virattanam, Kuti, Ur, Koyil, Kātu, Vāyil, lam. 
Malai, Āru and Turai to which Campantar had referred to in 
numbers. The fact that Appar ives greater number of these has 
still to be studied as an interesting problem of the growth of the 
temples. Perhaps new temples came into existence. Arirar has 
. three hymns giving the lists of holy places still further ee 
light on the growth of the temples—the Urttokais« the Nātt g 
tokai®> and Itaiyārrut tokai.55 These have been systemati i 
«Ksēttira akaval’. zed in 


IX 
Turning to examine the conception of Pat; arai 
SL i terior to: th eee eel 
Ammaiyar who is anter ese three Saints 
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52. 6: 70. 55. H. 19. 
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of Putattalvar according to Yapparunkala Virutti, perhaps belong- 
ing to the sixth century, has sung the earliest known patikam 
(Matta Tiruppatikam). Tiruvācakam, which is by a few claimed 
to be earlier than Tēvāram, has a number of *pattus' and one 
Mūtta Tiruppatikam. It is not clear why and when the term Matta 
Tiruppatikam was used by the compilers of Tiruvācakam and 
Kāraikkāl Ammaiyar’s works. Is it because they were the ancient 
patikams in Tamil land? Such an interpretation must depend 
upon a conclusive proof of the greater antiquity of Tiruvācakam 
than allowed by most of the scholars of the day. Or, is the term 
Mitta Tiruppatikam a corruption of Mukta Tiruppatikam, a 
patikam of ten verses where each verse forms a separate unit or a 
‘muktaka’ verse as opposed to other ‘pattus’ or patikams and 
‘irattai manimaàlais? etc.? 


A suggestion may be thrown out at this stage. In Tiruvāca- 
kam where two patikams are found on Koyil or Tillai, one of 
them is known as Mütta Tiruppatikam probably because it was 
composed earlier than the other. Of the two patikams by Karaik- 
kal Ammaiyār, it is the first alone that is called the Mitta Tirup- 
patikam by Cékkilar, justifying the suggestion of having been sung 
earlier than the second which Cēkkiļār refers to as merely Tirup- 
patikam.5” This suggestion thus explains the usage in Tiruvāca- 
kam and in Kàraikkal Ammaiyār's works. The only difficulty is 
that the present editions of Karaikkal Ammaiyar’s works wrongly 
call even the second Tiruppatikam as Mütta Tiruppatikam as 
against the specific distinction made by Cékkilar himself. 


X 


A reference has already been made to Kāmikāgama, where 
the singing of Tēvāram verses in accompaniment to music and 
dance is insisted upon as a necessary part of daily worship in 
temples. This usage came to be called as *Tiruppatiyam Vinnap- 
pittal’. Though there might have been stray patikams as that of 
Kāraikkāl Ammaiyār, the systematic attempt to sing the Tirup- 
patikams must have come into vogue only after the Tēvāram 
hymns. Possibly Kāraikkāl Ammaiyār's poems were themselves 
classified as Patikams only after the Tevaram hymns came into 
vogue. By the 8th century this practice had become fully esta- 


57. Karaikkal Ammaiyār Puranam, 63 & 64. 
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blished in the Tamil country as is made clear by an inscription 
of the great Pallavamalla which refers to this usage. 


The Madras Epigraphical Report 255 of 1916 refers to an 
inscription under an image which states that the image is that of 
Tampiran Tolar Manakkajicarar who recited the Tiruppatiyam of 
this temple and took leave. Manakkaücarar is one of the con- 
temporaries of Nampi Ārūrar and it is not clear whether this 
Tiruppatiyam was composed by him or by Manakkafcarar or 
whether the words Tampirān Tēlar were by mistake inscribed 
before the name Mānakkaīcārar instead of before Tiruppatiyam. 
Tampirān Tēlar is the name of Ārūrar and it is not clear how 
Manakkaficarar got that name. It may be in honour of his 
association with the great Saint that he assumed this name. 
Tampiran Tēlar occurs in inscriptions in the sense of the compa- 
nian to the king as in the term 'Puliyūr kilavan Tampiràn Tolan 
and Kaliyan Céntan alias Tampiran Tēļan.5? In that case Manak- 
kaficarar must have been a companion of the ruling prince. In 
any case it is clear that this practice of reciting hymns had 
become an established one even during the life time of Ārūrar, 

the contemporary of Manakkaficarar. 


Reference had already been made to the Patikams composed 
by Royal princes and others included in the 9th Tirumurai. By 
the time of Rājarāja, it was felt that the Tiruppatikams Shoda 
be sung in every temple. When there was no ancient patikam 
available, a new one was to be composed by poets leading a 
saintly life. An inscription of the age of Rajaraja® reveals this 
interesting tradition. That inscription mentions the com asti 
of a Tiruppatikam on the Lord of the tem Boson 
now known as Tirumālpuram, by the fath on 
Arunilai Sri Krishnan alias Van aiva 
ments were made by the son for the regular singing of E. endow- 
patikam of the father in that temple. The bevinn; is Tirup- 
Tiruppatikam is *Kolanarkulal. sinning of the 


ple of Tirumārpēru, 


58. S-II., Vol. III, Part I, 43. See also 423/1908 
349/1918, 139/1925, 99/1928-1929, 433/1903 and 149/937 pel 900) 129/1914, 
of Madras. of Epigraphical Reports 
59. M.E.R., 273 of 1927 and 1928. 60. M.E.R à 
— 933 of 1906, 


https://archive.org/details/muthulakshmiacademy - 
: MES 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


CHAPTER II 


THE HYMNS, THEIR COMPILATION AND THEIR NAME 


I 


It is not easy to exaggerate the importance of the three 
Saiva Saints. It is their hymns which popularised Saivism by 
making the temple the centre of all social activities. Except for 
the few cases like those we have noticed above where the Tirup- 
patikams were composed by the other poets with reference to 
those temples where there was no hymn of these Saints available, 
it can be safely concluded that the Tiruppatikams were all the 
compositions of Campantar, Appar and Ārūrar. When the sing- 
ing of Tiruppatikams became a necessary part of the temple 
worship it was felt necessary to collect these hymns. 


The story of the collection may now be examined: The story 
as current now will make us believe that the compilations of 
these twelve Tirumurais took place at one and the same time and 
not progressively as described before. This tradition, therefore, 
has to be examined. 


II 


Tirumuraikaņta Purāņam gives the story or the recovery of 
the sacred hymns by a king, who, hearing stray verses of these 
hymns, was inspired by the desire of listening to all the hymns. 
This desire he realised with the divine help of Nampiyantar 
Nampi whose fame as a young Brahmin boy physically feeding 
the sacred image of Vināyaka of Nāraiyūr, reached his ears. The 
existence of the authentic manuscript copy of the hymns at 
Citamparam was revealed to Nampi Antar Nampi by the God 
Vinayaka. On enquiry, the priests of Citamparam offered to open 
the shelf, only on the three Saints who had left the hymns arri- 
ving together. Thereupon, Nampi suggested the celebration of a 
sacred procession of the images of the three Saints and thus the 
Saints were physically brought before the old receptacle of the 
hymns. The shelf was opened but, alas! the white ants had eaten 
away the major portion of these divine poems. A divine voice 
was heard to say that all that was necessary for the age had been 
preserved and this consoled all. Then the hymns were arranged 
into seven parts, the first three consisted of Campantar’s hymns, 
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the second three those of Appar's and the last or the seventh 
part consisted of Arürar's poems. 


All these are told in twenty-four verses of eight feet lines, 
the very same metre in which the major portion of the other 
Purāņam by the same author — the Cēkkiļār Purāņam said to be 
complementary to this Tirumuraikanta Purāņam — was also com- 
posed. This particular compilation is in this part of the Purāņam, 
attributed to the king, and the number seven (Tirumurais) was, 
it is said, suggested by the seven groups or crores of Mantras — 
for Mantras end in seven different ways. Next in this Puranam 
follow twenty-one verses in a different metre. The previous part 
gives no information about the compilation or of the Saivite 
literature other than the hymns; it starts with the description of 
the restoration of the Sacred hymns of the three Saints but with 
no whisper about other Saivite literature. Therefore, the twenty- 
sixth verse, at once abruptly starting to mention in the most 
summary way the other hymns and poems of other Saivite Saints 
and poets without any explanation about them, comes as a surprise. 


Whereas the compilation of the hymns had been attributed 
in the first part to the king, these verses of the second part speak 
of the compilation into ten parts not by one person but by many! 
as suggested by the plural verb which unfortunately has no sub- 
ject. The eleventh Tirumuraiis said here to have been collected 
at the request of the king by Nampi. This part of the Purāņams 
then refers to the hymns having been set to music by a lad m 
cendant of (Tirunilakanta) Yalppanar, the great contem A E: 
Campantar who originally set the hymns of — sa va 
From these remarks on this part of Tirumuraikanta pd usic. 
may not be wrong in believing that this ve E» A jen one 
addition and that the original Tirumurai ater day 


kanta Pu a 
have closed with the first twenty-four verses, — rāņam must 


From Cékkilar Purāņam, one may le 
of the Saivite literature into SIN dod ded compilation 
puranam* was completed on the day that it was nee of Periya- 
the Public assembly which gathered together ad read out to 
pillared Hall at Citamparam in the amet, e the Thousand 
Cola Emperor Kuléttunka. Presence of the 


]. Pattaka vaittarka], Verse 26. 
2. WV. 27. 3. 


V. 32. 
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An examination of the tradition, thus strengthens our con- 
clusion that these twelve Tirumurais were compiled as such in 
different stages and at different times. The very fact that the 
arrangement is not chronological reveals that they were arranged 
as and when a gap was felt by the Saivite world getting to know 
in stages the significance of the Saivite works not included in the 
earlier compilation. 


III 


The Tirumuraikanta Puranam gives us the story of the collec- 
tion and miraculous restoration of these hymns said to have been 
lost to the world before the time of Nampi Āņtār Nampi.5 But 
the idea of collecting and preserving these hymns and other sacr- 
| ed writings was inspiring the followers of Campantar even before 
the age of Arürar. Even during the life of Campantar, his hymns 
were collected and carried with him by his followers and it was 
from such a collection he drew out Nallaru hymn to be placed in 
the fire brought by the Jains with whom he had a series of 
debates.® 


Kaņanāta is one of the 63 saints praised by Ārūrar and ac- 
| cording to Cēkkilār, this saint is great because of his adoration of 4 
Tirufianacampantar and the worship, of the Lord of Cikali, which Ei 
also took the form of social service to hit brethern in religious l 
service. Cēkkilār specifically mentions his help to those who were 
writing down and reading out the sacred hymns of Tirumurai.” 
Itis thus clear that even before the age of Ārūrar, religious mind- 
ed persons were collecting and writing down the sacred hymns, 
probably of Campantar and Appar. It was probably one such 
collection of the hymns of the three Saints that was recovered at 
Citamparam by Nampiyantar Nampi. 


The story of Nampiyantar Nampi recovering the lost hymns - 
reminds us of the attempt of Nātamuni to recover the sacred  — 
songs of Alvars. Nātamuni, the (Saint, on hearing a few stray - 
verses from Nālāyira Prabandham, resolved to recover the - 
collection and by meditating on Maturakavi, he got bac 
world the Nālāyira Prabandhan without losing 
But in the Nampiyantar Nampi Purāņam the 
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the hymns on hearing some stray hymns occurs first to the great 
King and not to Nampiyantar Nampi, the Saint. 


IV 


The Puranam mentions Rajaraja Abhaya as the king who 
was inspired by the idea of winning back the lost hymns. Evi- 
dently there is a confusion of names. The name Abhaya reminds 
us of Kulóttunka I whilst the name Rājarāja, to the students of 
history, can mean only Rajaraja, the Great and no other. Per- 
haps this Purāņam was written in a period when the importance 
of these names was forgotten, so much so that they were indis- 
criminately used as a description of one great Cola king. When, 
therefore, we take these names not as proper names, but as des- 


cription of any great king, the question arises who the king res- 
ponsible for the recovery of these hymns was. 


Fortunately, Nampiyàntàr Nampi in his Tiruttontar Tiru 
Antàti had occasion to speak of Saints Pukalcola and Koccen- 
kanàn Cēla as the ancestors of the Cola of his own age. In verse 
50 he refers to the contemporary Cola king as the victor of 
Geylon and calls the king Kokanakanatan. This term means the 
Lord of the lotus, i.e., the sun. The proper name equivalent to 
this as found in the list of Cóla kings is Āditya. In verse 82 
Kéccenkanan is described as the ancestor of that great Cēla 
contemporary of Nampi, who adorned the smaller hall of Citam- 
param with gold tiles and who after his death resided under the 
feet of Siva. The adorning of the smaller hall with gold which 
Aditya brought from the Konkumantala is known to us from 
other sources. This information is given in verse 65. These fact 
are mentioned by the Cola king Kantar Atittar in his Ti eus 
caippa. We also know p this king died on the battle field m 
MN a pro and that a PUE Was built on the spot he 


dīna Rājarāja was suggested to the Writer of th 
the elaborate arrangements Rājarāja hag ae 
re temple | Airea aja had made 
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It is this tradition still green in the memory of the people of 
the age of Tirumuraikanta Purāņam, that must have led the poet 
to think of Rājarāja as the real compiler of the hymns instead of 
looking upon him as one who further popularised the hymns on 
a nation-wide scale. But it is clear even from this reference that 
these hymns were being sung in those places from which he 
brought his musicians and dancers. An inscription belonging to 
the ninth century—in the 17th year of the reign of one Vijaya- 
nandi Vikramavarma—provides for those who recite Tiruppati- 
yam.? In another inscription belonging to the reign of Uttama 
Cola, the predecessor of Rājarāja, one can decipher the word 
Tiruppatiyam even in its present incomplete condition.1! This 
belongs to the 14th year, 1.e., 983-984 A.D. Froma third inscri- 
ption belonging to the 8th year of his reign, viz., 976 A.D., one 


learns that there had been provided six bushels of paddy per day 


for two persons reciting the hymns.'! 


V 


The singing of hymns had become thus an important item of 
temple worship, and provisions came to be made for their recita- 
tion.!? By the time of Kulottunka Cola I, because of the emolu- 
ments connected therewith, this act of reciting the hymns came 
to be looked upon as a privilege and Kulēttunka conferred this 
privilege on an individual.’ Special halls called Tirukkaik kotti, 
because of keeping time with hands, were built for the recitation 
of these hymns!4 and provisions were made for feeding the people 
who recited the hymns at Tirukkārāyil and other places.!5 


From Periyapuranam, it is learnt that Campantar’s contem- 
porary Tirunilakanta Yalppanar set this Saint’s hymns to music 
and sang them to the accompaniment of his yal. It was because 
of this, this Panar is included among the 63 Saivite Saints by 
Ārūrar. Having realised the importance of this great Pāņar, festi- 


S.I.I., Vol. II, Nos. 65 & 66. 

S.I.I., Vol. III, No. 43. 

S.I.I., Vol. III, No. 139. : 
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Koļļampūtur.!$ When the hymns of the Saints were collected at 
a later period, the difficulty of re-establishing the uniformity of 
their musical recitation according to the original method must 
have been felt, as mentioned in Tirumuraikanta Puranam under 
discussion. That Puranam describes efforts made by the king in 
searching for the descendents of Tirunilakanta Yalppanar and, in 
finally finding one lady of that ancient family who helped the 
king and Nampi to restore the old music of these hymns. These 
facts will make the information from inscriptions significant that 
to temples were attached Panas (musicians) and that land grants 
called Pāņa-p-pēru!” were made to them. The Tiruppatiyams 
were sung by Brahmins, by Pitārar!? and there were Tēvārati- 
yārs. The dancers must have tried to express the ideas of hymns 
when they were sung to music, by their dancing gestures. In 
Srirahgam, even today, the Araiyars express the ideas of Nalayira 
` Prabandham through their abhinayas. With this fact in mind, 
the importance of the provisions of Kūttarācān or Niruttappēra- 
raiyan or Nattuva Ācān or Nattuvanilai or the dance-master for 


the Tēvar atiyars who could sing Tiruppatiyams and who could 
dance, can be easily understood.?? 


VI 


The Cult of Saints and the name Tēvāram: The three Saints who 
sang the sacred hymns, as already explained, Occupied a pre-emi- 
nent position in the temples. Even during their life-time the 
temples gave them gold, from temple treasury.2! Perhaps, from 
the times of these Saints began the practice of using complet 
for relieving famine and other disasters. In view of Pee ore 
tance to the temple cult, their images and even separate n x 
dedicated to them were installed in the temples and worshi ine 
festivals were conducted in their honour orships and 


F sometimes on 
scale. Campantar was worshipped in his own as, Šā large 
east in 


one place, Āccāpuram, along with Cokkiyār, his Wife.22 He was 


16. 254/1917. 

17. S.LI, Vol. V, No. 705. 

18. 99/28-29. 

19. SIZI, Vol II, No. 65. 

20. 255]25 and 206/30-31. 

21. Patikkacu— Vi]imi]alai hymn of Campantar m 
Nakaikkaronam hymns of Arurar, 7- 43 & 7: 46. „ll: 


9 
527/18 © Vutukunri. and 
22. 
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worshipped at Pahir’ and at Malapati.24 Campantar’s shrine 

was found in Kaļumalam,?5 in Ucāttānam, in Kutantaik kil ‘ 
kottam and in Tiruppalatturai.2? The worship of Appar is referr- : 
ed to as taking place in Rājarājēšvaram in Tanjore,*$ at Mala- 
pāti,” at Vāymūr and at Tirttanagiri.! His shrines were foun 
at Ucattanam, at Kaccūr,? at Akattiyamalai,®4 at Tevarāyan- 
pettai®> and at Tiruvatikai®® where the shrine was called Tiruvā- 
ki$varam. Saint Ārūrar was worshipped sometimes along with 
his consort Paravai at Kuhür,?' at Tanjore, at Malapati?? and at 
Tiruvārūr.t 


It ought not to be concluded that these Saints were wor- 
shipped only in these temples. Their images are found today in 
every Šiva temple and festivals are being celebrated on their 
Tirunaksatras, i.e.. on the day they attained salvation. The tem- 
ples referred to are those where there are evidences ofinscriptions 
for the existence of this kind of worship of these Saints from very 
early times. 


Mutts came to be called after these Saints. Tiruñāna- : 
campantar Kukai Matam at Muniyür is mentioned in an inscrip- 
tion of Rājarājadēvat! and provision for another mutt named F 
after the same Saint at Tiruvīlimilalai was made in an inscription om 
of Rajendra. There were Tiruiānacampantar mutts at Palai- 
yarai,* at Tirupputtür,4 at Arayanallir,4 and at Notiyūr.*6 At 


23. 412/22. 35. 278/23. R 
24. 37/20. 36. 368/21. 

25. 375/18. 37. 299/1917. Ey 
26. 259/1911, 216/1908. 38. S.I.L,Vol. IT, No. 38. d 
27. 437/12. 39. 37/20. i- 

28. S.I, Vol. II, No. 38. 40. S-II., Vol. VII, 485. 

29. 37/20. 41. 156/1911. P 

30. 137/34. s 49. 392/1908. 

31. 121/1904. 4 43. 398[08. — 

32. 186/1908. ģ 24-0179 00 ONE 
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Anaikka another mutt of this Saint was given lands.47 A mutt 
was named after Tirunavukkaracu Tévar where Saiva devotees 
were fed during the regin of Rajaraja himself.“* There were other 
mutts named after this Saint — Vagisa matam,*? Nāvukkaracu 
Tēvar matam at Tiruvatikai®® and at Tirubuvanamē! and Tiru- 
navukkaracar mutt at Palaitturai52 There were mutts named 
after Ārūrar (Cuntarar), Guntarapperumāņ matam at Conji- 
varam,” and Tiruttontattokaiyan tirumatam.™ 


People came to be named after the names of these Saints 
even as they were named after the names of God. In an inscrip- 
tion of Rajaraja the name of Arüran occurs.’ Other names of his 
occur as names of persons in the inscriptions — Céraman Tēļan,** 
Tampiran Tēļan*** Nampi Arüran*' and Anukka Vanroņtan.*$ The 
wife of Uttama Cēla was known as Ārūran Ponnampalattatika]59 


Campantar’s name was held by many: Pukali Vēntan.* 
Paracamayakēļari mamuni®* and Alakan Nānacampantan.*! 
People bearing the names of Tirunavukkaracar are found mention- 
ed in the inscriptions — Vākīcar.** Another Vākīcar is the re- 
puted author of the famous Jhanamirtam. 


Even the words used by these Saints have become proper 
names of the devotees of the age of the greater Colas: Vayirat- 
tün.9  Naccinarikkiniyar after Appar’s phrase ‘N accuvarkkiniyar’ 
isnot only found in the inscription, but is the name of the great 
Tamil commentator. ‘Anai namatenra Perumal’ after the last 
phrase of a hymn of Campantar is the name of a person.* 


47. 585/08. 


56. 87/28. 
48. 583/1908. M CO 
49. 49/03 at Tiruuatikai. 57. 275/17. 
50. 382/21. JA Eee 
51. 203/09. ras 
52. 192/29. à nens 
53. S.I.I. Vol. I, No. 87. 60a, S. 
54. 190 & 192/1928-29. e aidā VII, 752, 
55. 91914. rem 


63. S-II, Vol. V, 632 & Appar 6: 42. 
64. S-II, Vol. VI, 34. 
65. S-II, Vol. VIII, No. 442. 
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"Maraiyaņi navinàn'* is a term used by Appar and it has become 
a proper name of a learned Brahmin.? Men and places came to 
be called after the never to be forgotten phrases of Ararar or his 
life: *Ponnàr méni viļākam' is the name of a place and ‘Piccan 
enru patac connan’ is the name of a person. 


There can be therefore no room for any doubt about the 
greatness of these Saints and the sacred nature of their hymns in 
the minds of the people of the Tamil land of the period of the 
later Pallavas and the greater Colas. The story of Nampiyantar 
Nampi and his king trying to collect the scattered hymns and re- 
store their old music can be relied upon for proving this sacred 
nature of the hymns, looked upon as good as Mantras to be recit- 
ed in the sacred presence of God. 


VII 


Tēvāram: ‘These hymns are today collectively known as Tēvā- 
ram. But this term is not used by Cékkilar who only speaks of 
Tiruppatikam® and Tirumurai.”? Murai is a book and hence the 
collection was known as Tiruppatika nan-murai. 


The name Tirumuraiis not found in earlier inscriptions. The 
inscriptions, as already noted, use only the first of the terms, viz., 
Tiruppatiyam which is only Tiruppatikam used by Cekkilar. In 
view of the importance attached to these hymns by the temples 
during the Cola age, the term 'Tēvāra Nayakam’ found in an 
inscription of Rajendra’s reign’! had'led even great scholars like 
Prof. Nilakanta Sastry to assume that this was an officer supervi- 
sing the singing of the “Tevaram’ hymns in the various temples,” 
even as there was a state official called Sri Karyak kankani Naya- 
kam"? for supervising the daily worship of the temples. If there 
was a Sri Karyak kankani Nayakam, there was no necessity for a 
separate Tevāra Nāyakam. If there was a Tevāra Nayakam in 


66. 4:60:1. 

67. S.I.J., Vol V, 634. 
68. S.I.I., Vol V, 632. 
69. Tirunāvukkaracar Puranam 70, Nanacampantar Puranam 76, Tatuttātkoņja 

Puranam 74. 

70. Kananatar Purāņam, 3. 
71. 97[1931-32. 

72. Golas, Vol. 2, p. 476. 
73. .S.I.I., Vol. II, No. 36. 
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the sense in which the learned Professor has taken it, there should 


also have been a Tiruvaymoli Nayakam of which unfortunately 


there is no mention whatsoever. The term Tevaram occurs in 


other inscriptions as well. An inscription of the year 1015 A.D.,74 
refers to the installation of an idol which is referred to as ‘Periya 
Perumalukku-t Tevāra Tevar’. Periya Perumal, of course, is Raja- 
raja, whose image was also installed therein; in addition, was in- 
stalled this king’s or Periya Perumal’s Tevara Tevar, which term 
can mean only the image or idol worshipped in private as an ‘Ista 
Devata". Whenever an idol of a saint or a worshipper was install- 
ed, the particular form of God which appealed to the mind of 
that worshipped was used to be installed in front of his statue. 
In keeping with this practice, the idol of Candrasēkhara as an 
‘Ista Dévata’ worshipped by Rājarāja in his ‘anmartta piija’ was 
installed in front of Rajaraja’s statue as his “Tévara Tévar’. Ano- 
ther inscription found in the same Volume’ belonging to the 
period of the same king mentions this word Tévaram in the phrase 
"Tēvarattuc curruk kalliri’ inside Mutikonta Colan's Tirumālikai 
within the Kankaikonta Cola purattukkēyil. M 


MK . Here we have to 
visualise a kēyil with a big building or Tirumāļikai on whose nor- 


thern portion is a pillared corridor or Curruk kallüri'. Under these 
circumstances, the kēyil can mean only the palace and the Tēv- 
ārattuc curruk kalliri’ has to be interpreted in the light of the 
inscription studied earlier as the place of king’s Drivate worship 
where Tévaram meant only private individual worship or eee 
ārtta pūjā. Therefore, the officer “Tévaranayakam’ Should’ be 


taken as one in charge of making necessary arrangements for tl 
private worship by the king. i 


VIII 


There are two interesting inscriptions of the next C 
ie. the llth Century.” The first has come from “Ti entury, 
and the other from 'Allūr. These speak of ‘Nam Tz irukkaļar” 
tiruppatiyam patum periyan’”” and *Matam eee NN 
patiyam vinnappam ceyum Ampalattati’ ete! Tir gat tirup- 
these two inscriptions must refer to the hymns Uppatiyam in 


S : o : 
if Tēvāram also is taken as referring to these hy f the Saints and 


mns, the sentences 
74. S.I.I., Vol. II, No. 38. 


15. S.I.I., Vol. N, No. 20. 
76. S-II., Vol. VIII, Nos. 260 and 675. 
77. 260. 78. 675. 
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become meaningless. If the explanation offered to the inscrip- 
tions studied above is correct, the phases under reference must 


mean the singing of the hymns at the time of the private wor- 
ship in the palace or at the mutt. 


Coming to the twelfth Century there is an inscription of 
Kulēttunka of the year 1110 A.D.?? wherein the king resided one 
day in a mantapam in Takkolam village after worshipping his God. 
This inscription refers to his worship in the following terms: 
‘Tiruviral perumānai-t tēvāram ceytu’, where Tēvāram because of 
the verb *ceytu' following it, can refer only to the individual wor- 
ship of the God by the king as opposed to the public worship in 
the temple. Tēvāram thus means private worship in the temple 
and the place of private worship outside the temple and also the 
‘Istadévata’ or the deity worshipped privately in a house or mutt. 


In the following Century, viz., the 13th Century, Kópperui- 
cinkan is praised in a verse found in an inscription of his.9 He is 
said to have converted the great rivers into his private tanks and 
to have made universal dance of Siva at Citamparam his private 
deity: 'Vilanku cemponin Ampalakkūttu ni virumpiya Tévaram’. 


Before passing on to the literary evidence, a reference has to 
be made to an inscription ot Rājarājadēva.s! This records a gift of 
land to the "Tirumurait tēvārac celvan matam’ on the northern 
side of Tiruttonti$vara mutaiya Nayanar temple at Tirukkaluma- 
lam by the residents of Muniyür. The term *Tevaraccelvan' either 
refers to the image for private worship by pilgrims who came and 
stayed in this mutt, or to the person in charge of the mutt who 
looked upon the private worship as his real wealth. In the latter 
alternative, it may be his proper name as well, in which case, 
private worship must have taken deep root in the minds of people. 
Tirumurai added to this name may refer to the way in which the 
private worship was conducted by reciting the hymns probably 
either because people were not permitted to use the Vedic mantras 
or because they were not familar with Sanskrit. If Tēvārac celvan 
is a proper name, the term “Tirumurai’ may be his title, showing 
that he was an expert in Tirumugai or that his office was to recite 
them. 


79, Annual Report on South Indian Epigraphy for 1921 „Part IT, para 33. 
80. Ep. Ind., Vol. XXIII, No. 27. 
81. 158/1911. 
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But it is clear from this name that the term ‘Tirumurai’ has 
gained currency by the time of this inscription. Sundara Pandya, 
who reigned from 1216 to 1235 uses this term in his inscriptions.?? 


There is another name occurring in the inscriptions: viz., 
“Tévaram Alakiyan’’.88 Whereas the name Tévaraccelvan looks 


upon the private worship or Tēvāram as wealth, this name looks 
upon it as beauty. 


Passing on to the 14th Century we find a reference in Kail 
Puranam by Umāpati Sivam of the early part of this Century 
using this word Tévaram in the same sense of worship: Mūvāyira- 
varkal tava maraiyētu Tévaram-kai-p-parriya pani’. The phrase 
‘Tévaram ceytal which occurred in an inscription of Kulēt- 
tunka I, is found in one of the literary works of the poets 
Irattaiyar. In Ekamparanatar Ula, they sing in praise of these 
hymns in the following terms: **Mūvāta péranpin mūvar 
mutalikalum Tévaram ceyta tiruppāttum”. This reference makes 
it very clear that the hymns at the first instance were sung, ac- 
cording to the tradition alive, during the life time of these poets, 
in their private worship by these Saints. "This Ula which praises 
Mallinata Sambavaraya who can be no other than Rājanārāyaņa 
Mallinata Sambuvarayan a contemporary of Atkontan and 


Konkarman praised by these Irattaiyars, and Varantaruvar, the 
son of Villiputtūrār. 


Tēvāram is nothing peculiar to Saivites in this sense of wor- 
ship. The famous commentary on Tiruvāymoli, the [tu by 
Nampillai,—a disciple of Naüciyar, who was himself a disciple of 
Pattar, the son of Kurattalvar, who in turn was the disciple of 
Rāmānuja, thus belonging to the end of the 12th Century and the 
beginning of the 13th Gentury,—uses this very word Tēvāram in 
a sentence, ‘Ummutaiya Tēvāramē %? in the sense of ‘Tstadévata? 
in private worship, Even today in those parts of Malayalam 
where Tamil is spoken and in modern Malayalam, the ee 
«Tēvāram kalififiu’ or "Tévaram kaļittu” as meanin 
the private worship’ is heard almost every day. ‘The S 
Lexicon refers to the local usage of Nàücil Natu Where Tevara 
petti means à box containing idols and other objects af s 
carried in front of a Royal procession. ip 


g ‘after finishing 


82. 92/1907 & 414/1908. 
83. 228/28-29. 
84. Ipu, 6: 8: 10. 
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IX 


There is an old anthology known as Sivaprakacap perunti- 
rattu. In a manuscript copy of this anthology% copied according 
to it in 1679 A.D., the anthology itself is mentioned to have been 
in existence in Sāka year 597. As this year may be impossible 
in view of the poems of a later peroid included in this anthology, 
it has been suggested that this 597 may be a reference to the 
Kollam Era, which is also referred to in other places in the same 
manuscript; and taken in this sense, the year of the anthology 
will be 1422 A.D. (ie, 597 plus 825). In this Anthology, the 
hymns of Campantar are referred to as Tirukkataikkāppu. The 
hymns of Appar are uniformly referred to as Tēvāram and the 
hymns of Ārūrar as Tiruppāttu. 


Campantar's hymns are referred to as Tirukkataikkāppu in 
the late Mahavidwan K. Vadivelu Chettiyar’s edition of Civap- 
pirakācap peruntirattu.8e 


Appar’s hymns are referred to as Tēvāram.?” 


Arürar's hymns are referred to as Tiruppāttu*$ and as Cun- 
taramürtti Tiruppāttu.s? 


But Appar’s verses beginning with ‘Kotitirttam’,® ‘Manitars 
kal’ and ‘Urai talarnta'?! are wrongly noted as Tiruppattu?? ins- 
tead of their being referred to as Tévaram. His ‘NatuviJakkalan’ 
is referred to as ‘Vakicar tirunēricai”.** So also the verse of 
Campantar, ‘Irunilam’ and ‘Uraicérum’ are also referred to as 


85. Gentami], Vol. I, p. 285. 

86. p.316, v.5; p.379, v. 20; p. 494, v. 12; p. 507, vv. 6-7; p. 520, v. 8; 
p. 523, v.13; p. 540, vv. 14-15; p. 553, v. 13; p.561, vv. 7-8; p.568, vv.13-14; 
p. 571, v. 12; p. 582, v. 7 and p. 579, vv. 12-14. 

87. Ibid., p. 186, v. 9; p. 191, v. 10; p. 269, v. 4; p. 270, vv. 4 and 7; p.317, 
vv. 6-8; p. 375, vv. 25-26; p. 378, vv. 11-19; p. 436, v. 7; p. 437, vv. 9-10; p. 464, 
vv. 12-18; p. 471, vv. 16-19; p. 477, vv. 9-14; p.494, v. 13; p. 499, vv. 11-12; 
p. 501, vv. 10-15; p. 509, v. 17; p. 516, vv. 8-11; p.522, v. 12; p.528, vv. 8-11, 
p. 533, v. 11; p. 540, v. 16; p. 554, v. 14; p. 568, vv. 15-16; p. 571, vv. 11, 13, 14 
and 15 and p. 580, v. 21. 

88. Ibid., p. 577, vv. 2-4. 

89. Jbid., p. 115, v. 8. 

90. Ibid., p. 184. 

91. Ibid., p. 28. 

92. Ibid., p. 184, v. 7; p. 28, vv. 24-25. 

93. Ibid., p. 115, v. 7. 
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"Tiruppāttu' instead of their being referred to as "Tirukkataik- 
kappu',* His ‘Tantaiyar póyinar...... ' and *Getikol noy...... '95 are 
referred to as Tiruiānacampantar Tiruppāttu. 


The present edition, at the top of these verse in questions 
has printed within brackets, Tiruiānacampanta cuvamikal Tēvā- 
ram and Appar Cuvamikal Tévaram on pp. 81, 83 and 28. Evi- 
dently these notes on the top are by a copyist of a later date. 


As these discrepancies have crept in only in six places® as 
against 44 places where the correct references are given they 
must be taken as mistakes committed by copyists or entries 
made by them wherever the heading containing the name of the 
work was eaten away by the white ants. On the basis of a more 
reliable manuscript obtained after printing the book, the editor 
Mahavidwan K. Vadivelu chettiar corrects the reading 'Tirup- 
pattu’ on p. 81, v. 6 into *"Tirukkataikkappu'. Such corrections 
ought to have been made with reference to the other mistakes as 
well as printed above. 


We may therefore conclude that the practice in vogue during 
the time of Svarūpānandar, the author of this Anthology, was, to 
speak of Campantar’s hymns as Tirukkataikkappu, Appar's, as 
Tēvāram and Arürar's, as Tiruppattu. ; 


T The same distinction is, fortunately and curiously enough, 

made by Citampara cuvamikal of the 18th Century in his com- 

mentary on "Avirēta Untiyār”,7 though in his commentary on 
Kolaimaruttal, he speaks of Tiruiānacampantamūīrtti Tēvāram, 
Tirunāvukkaracar Tēvāram and Cuntaramirti Nāyanār Tēvā- 

" ram.9 Itis not clear why this commentator makes these two 
different kinds of references to these hymns of these saints. 
Ty Perhaps in the commentary on Kolaimaruttal, which is intended 
N for the common man, he thought it best to speak in terms of the 
usage prevalent in his days, whereas in his commentaries on the 
hilosophlcal works intended for the chosen few he th cus it 


3 E A. i E P 6 c ^ 
est to persist in using the ancient tradition in vogue at least 
vHeftimes of Sivaprakāsar and Svarūpānandar and Tatt 
ar (Tattuvadēsikar). In the age of these spiritual lead " 
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Tēvāram meant individual worship as is made clear by the follo- 
wing line: **Tētiya poru! kontu Tēvāram pala ceytu',? and 
"Tēvāram ceykinra tiņtāttamellām nām tīravē tīrntomenritu 
kunalai’.1°° Even in the Siddha poems of later times, this mean- 
ing is retained: *Tāvāram illai, tanakkoru vītillai, Tēvāram ētuk- 
kati? 102 


X 


It is not clear when the term Tēvāram came to be used as a 
common name for all the hymns of these three Saints. The Irat- 
taiyar Ulā connecting the Müvar Mutalikl with the word Tēv- 
aram, though used in a different sense, might have been responsi- 
ble for this usage gaining currency. Nānacampantar speaks of 
"Pātal neri’, i.e., a way of attaining salvation by singing hymns. 
Cēkkiļār makes Siva to deliver this great truth to Ārūrar in, 
‘Namakkum anpir perukkiya cirappin mikka arccanai patte 
akum’.1° Even according to the Pā$upata system, amongst its 
five topics of which the fourth is ‘Vidhi’ or an operation effecting 
righteousness, this kind ofsinging is a vidhi. When singing hymns 
is looked upon as a worship, it becomes Tēvāram or private wor- 
ship or individual worship. We know from history and literature, 
these hymns were looked upon by Tamil Saivites as their Vēdas 
and recited reverentially at their private worship every day. As 
contrasted with its importance in the Temple cult, its importance 
in individual worship leading to personal salvation is thus em- 
phasised by this term Tēvāram. The fact that Appar's hymns 
were first known under that term Tēvāram, leads us to conclude 
that it is his hymns which are more patently mystic and more 
clearly referring to individual worship, that they were first, for a 
long time, sung as prayers by individuals in mutts and places of 
private worship including houses. The spiritual and mystical im- 
portance is made clear by the fact that Svarüpanandar in quoting 
44 times from the hymns of the three Saints, quotes from Appar 
alone 29 times. On the basis of this usage, one may suggest that 
‘Tévaraccelvan’ may refer to Appar — but it is better to wait for 
further confirmations. 


99. Patuturai, 111-3. 

100. Jbid., 115-1. 

101. Kutampai Cittar pa tal, 30. 
102. Tatut., 70. 
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Tirukkataikkāppu, according to Cēkkiļār, is the last verse in 
the hymn giving the name of the poet in glorious terms by the 
poet himself? This term ‘Tirukkataikkappu’ is popularly used 
only with reference to Campantar and not at all with reference 
to Àrürar's hymns, where also in every Patikam occurs at its end 
the benedictory stanza giving the name of the poet, though Gek- 
kilar calls this also Tirukkataikkappu.1 This is probably because 
the benedictory stanzas of Campantar are sung in a more authori- 
tative manner and stand as unique verses apart from the other 
ten verses going before them. Inlater times Campantar's hymns, 
especially the hymns beginning with *Veyuru', came to be looked 
upon as *Kappu' or ‘Raksa’ or protection against evil influences. 
The closing of a dooris known as Kataikkāppu and can it be that 
perhaps people had in mind the miraculous power of his poems 
in closing the doors of the temple of Tirumaraikkatu? 


Arürar's poems were called *Tiruppāttu” or the sacred poems 
because Ārūrar was known as the learned Tamil poet, chosen as 
such by God Himself. But that term ‘Tiruppattu’ is used by Cēk- 
kilār to refer to the individual verses in the hymns of all the three 
Saints. 


The word Tēvāram is not used by the three Saints or Nampi- 
yantar Nampi or Cēkkiļār or the Santana Acaryas or the other 
poets before the 15th Century. Even the Avvai of the later day 
ethical works like Nalvali, speaks of the hymns as ‘Mivar Tamil 
and not as "Tēvāram'. As far as the present writer is aware 
Tēvāram is used in the sense of hymns of three Saints in a TM 
of Tattuvaprakacar as collected in the Tamil Nāvalar Caritai. In 
the verse beginning with 'Ninaivu kavi’, this poet sings thus: 

; «Pecuvatu Tēvāramēyalāl vaykkeliya pēyk kirantankal erate d 
wen *We speak or recite Tevaram alone and not the cheap dleibsīteal 
X verses’, where Tēvāram must necessarily refer to the dikin 
poems, i.e., the hymns of the three Saiva Saints. This Tattu e 
prakācar has sung verses addressed to his contemporar E 
Krsna Mahārāya, evidently Krisnadēva Mahārāj Y king 


è a, t 
A yanagar, who ruled between the years 1509 and S of 
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An inscription belonging to the 10th year of Ativira Rama 
Pantiya Tévar appoints one Tiruvaņņāmalaip palavan Citampara 
Natan, alias, Tirumila Nata Mutali, for singing Tevaram at 
Campur Vatakarai in Travancore state. This is dated Saka 1494, 
i.e., 1572 A.D. Therefore, by the 16th Century, this special 
usage of Tēvāram in the sense of the hymns must have started. 
A commentary on Sivaprakāsam called ‘Cintanai urai *Medita- 
tion or thought on Sivaprakāsam” in the form of a commentary 


by Maturai Sivaprakàcar said to be of the 18th Century refers to T 
the hymns of all the three Saints as Tévaram. Citampara Cuva- > 
mikal also refers, as already stated, to the hymns as Tēvāramin — . v. 
| in his commentary on ‘Kolai maruttal’. Therefore, by the 18th, d 
| and possibly by the 17th Gentury the usage must have become E. 


universal. 
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CHAPTER III 
THE PROBLEM OF NUMBERS! 


I 


Man aspires for all that is the purest gold. Disappointment, 
however, meets him on all sides, from very early times. Man 
creates, therefore, a mythology of poetry to give expression to his 
feeling of loss, especially of culture and learning. An Asura of 
darkness rolls up the world with its Book and disappears into the 
ocean and God unable to bear the sufferings of Man, goes to re- 
cover it in the form of the Fish. This is one vision of the Loss 
of the Book. There is another vision but still of the Great 
Waters, reminding us of the age of the Floods. The Book is 
thrown into the Deep and is devoured by the Fish. The Lord, 
the Fisherman, goes fishing with His net. In a similar way the 
story of the loss and recovery of Tēvāram is described in a purā- 
nic vein. Tēvāram is at once great poetry and great musical 
composition and this story of its loss is more than a tragedy. Is 
it possible to arrive at an estimate of this loss? It is therefore a 
problem for the student of Tamil to find out the number of verses 
sung by Tēvāram Saints, especially of Nampi Ārūrar* whom we 
have taken up for study. 


II 


P The total number of verses sung by these three Saints is 
E believed to have been much more than what is available today. 
5 According to Tirumuraikanta Purāņam, most of these hymns had 
been eaten away by white ants, before the remaining portions 
were recovered. This Purāņam consoles us by reporting of a 
voice heard from the Heavens that what was necessary for th 
world had been preserved and the king need not be sorr ^ e 
the other hymns had been lost. "This Purāņam is our il" 
on the question of the original number of hymns. 


authority 


Verse No. 14 therein gives that the first h 
r begins with the words, “Totutaiya ce 
eginning with "Kallūr”. The y, 

m FEN AENA 


ymn sung by Clam. 
S viyan” and the last 
verse mentions that 


2 I nme, 
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Campantar *Pātinār patikankal pāvil onrām patinarayiram uļatāp 
pakarumanrē”: This can be interpreted in two ways: (1) ‘He 
sang the patikams in poetry and the number of patikams is 
16,000’. This will make us believe that Campantar sang 1,60,000 
verses. (2) ‘He sang the patikams. Expressed in terms of verses 
the total number is 16,000’. The second interpretation will reduce 
the total number of verses sung by Campantar to the reasonable 
figure of 16,000. Nampiyantar himself in his Alutaiya Pillaiyar 
Tiruvantati gives this number 16,000 patikams, ‘“‘Patinarayiram 
patikam”.* In his other work on Campantar, viz., ‘Alutaiya 
Piļļaiyār Tiruttokai’, he states that the total number of verses 
that Campantar sang is 16,000, “Paccaip patikattutan patina- 
rāyiram pa vittup porulai vilaikka vala perumal".5 No contradic- 
tion need be found here if we take patikam in the sense of an 
individual stanza, i.e., 16,000 verses. 


The total number of verses sung by Appar is given in the 
15th verse of the Tirumuraikanta Puranam. The first hymn 
sung by him begins with the word "Kūrrāyina” and the last with 
the word *Orumānai”. The total number is given as 49,000: 
“Ornarpat tonpatina yirama tākap perunamap pukalüril patikam 
kūrip pififiakanar atiyinaikal perrulārē”. This is also capable of 
two interpretations: One is that after he sang the patikam or 
hymn at Pukalir, the total number of verses became 49,000 and 
he reached the holy feet Siva. The other interpretation is that he 
sang 49,000 patikams inclusive of that sung at Pukalir and he 
reached the holy feet of Siva. According to the second inter- 
pretation the total number of verses Appar sang will assume the 


huge number of 4,90,000. 


Fortunately for us, we have more reliable and authoritative 
statements about the total number of verses sung by Appar. 

Nampi Ārūrar in his Tiruninriyür hymn, No. 65, in verse 2, 
sings thus: “Inaikol elelu nūru irumpanuval inravan Tiru- 
navinukkaraiyan”’ which confirms the first interpretation that he 
sang only seven into seven hundred, i.e., 49,000 works or 
patikams. This verse cannot be brushed aside as an interpolation 
for Cékkilar refers to this particular statement of Nambi Arürar 
in his Periyapurànam in describing the singing of the hymns by 


Nampi Ārūrar at Tiruninriyür mēyārai...... pātuvār utaiya aracu 
4. Verse 15. 
5. N. 42-43. 
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enrum ulakitar ninkap pātiya élelu nürum anru cirappittu aficol 
tiruppatikam arul ceytār”.* Even prior to the age of Cékkilar, 
Nampiyāņtār Nampi, in his work Tiruvēkātacamālai, in praise of 
Tirunnāvukkaracar, gives the same number in the very same 
phrase, *Patikam ēleļu nüru pakarum mā kavi yēgi paracu nāva- 
racu”.” But, in the same work, the verse No. 3, as it stands at 
present gives the number as *'Elunūru arumpatikam’’, i.e., 700 
patikams. The verse runs as “Itaya nekavē kacin titayam elunūru 
arum patika nitiyē polintaruļu Tirunāvin enkaļ aracu”.* As in 
these lines there is a repetition of the word ‘itayam’, our sense of 
poetry drives us to omit the second ‘itayam’ and insert the 
phrase. “Kacinta el elunūru” to suit the metre on the basis of the 


oft repeated “él elu nüru". All this will give only 4,900 patikams 
or 49,000 verses. 


The total number of verses sung by Nampi Arürar is given 
in verse No. 16 of Tirumuraikanta Purāņam. The first hymn 
begins with the verse “Pitta” and the last hymn ends with the 
verse *Ülitorum"': “Pitta ennum inpamutal tiruppatikam ülitorum 
irāy muppattennayiramataka munpu pukanru avar notittan mal- 
aiyil cērntntār”. This is also capable of two interpretations: 
The first is that Nampi Ārūrar began with the verse “Pitta and 
ended with the verse *Ülitorum" to make 38,000 patikams and 
reached Kailas; the second interpretation which it must be ad- 
mitted is somewhat strained, is that Nampi Ārūrar sang from 
««Pitfā”” to Olitorum"', 38,000 verses in Tiruppatikams and reached 
the Mountain Kailas. But on the basis of the interpreation given 
with the reference to the other verses 14 and 15 of Tirumurai- 
kanta Purāņam, the second interpretation is reasonable. 


ITI 


In this connection it may be noted that Patikam is used in 
the sense of ten stanzas and also in the sense of an individual 
stanza. This second meaning has already been noted, in disc 
sing the two verses of Nampiyantar Nampi on i n a 
Campantar. The oft repeated form ‘Patiyam’ has this SHO 
of a stanza in places like a tiruppavaip pal eee S 
ring in the ‘taniyan’ or in the stray verse on ‘Antal’s Tiruppa at 

i Ppāvar. 
Byar:, 150. 
Verse 7, ll. 1-2. 
Ibid., 3: 5-7. 
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Therefore, in all the three verses of Tirumuraikaņta Purāņam, 
even if it is taken that the number is of Tiruppatikams, we can 
safely interpret the Tiruppatikams as individual stanzas and that 
therefore these three verses give us the total number of verses 
sung by these three Saints. Unfortunately the previous editors 
of Tēvāram have taken the total number given as that of hymns, 
each patikam consisting of ten or more verses. According to them 
the total hymns are 1,03,000 (One lakh and three thousand) and 
the total verses are more than ten lakhs and thirty thousand. If 
the number given in Tirumuraikanta Purāņam is taken as referr- 
ing to individual verses we will get only one lakh and three 
thousand verses. j 


It is very doubtful whether even this lesser number gives us 
the correct position. It has already been pointed out that much 
reliance cannot be placed on Tirumuraikanta Puranam especially 
because of its confusion of the names of the kings. It must, how- 
ever, be admitted that it represents the tradition in vogue when 
it was written. It is also clear that at least with reference to the 
works of Appar and Campantar it had before it, the authoritative 
statements by Nampiyantàr Nampi himself. On analysing, how- 
ever, the verses of Nampiyantàr Nampi we find new light thrown 
on this question. It has already been pointed out that the word 
patikam has been used with reference to Campantar's works in 
the meaning of individual stanzas. If this word is interpreted in 
this sense as used by Nampiyantar Nampi with reference to the 
works of Appar in Tiru Ēkātacamālai, we get the total number of 
his verses as '*E] elunüru" or 4,900, which will roughly be 490 
tens or Tiruppatikams. 


Arürar's statement that Appar has sung "Ēl elunüru irum- 
panuval can also be interpreted as referring only to 4,900 verses; 
the word *panuval' is no difficulty in the way. The meaning of 
a stanza, especially musical stanza, for the panuval is as old as 
Puranānūru: “Vari navil panuval".? Gēkkilār merely mentions 
the number “El elunüru". It may be stated that if he wanted to 
refer to the units of ten stanzas, he would have made it clear by 
stating so. In the absence of any such specific statement, his 
number can refer only to individual verses. If this interpretation 
is correct, the total number of verses of Appar would be 4,900 


9. Puram: 135. 
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and not 49,000. Unfortunately no such statement is available 
from Ārūrar, for Campantar’s poems. Nor have we any authori- 


tative statement of Arürar's poem by any one who had lived near 
his times. 


The number of patikams!? available from those of Appar is 
307. That works out as 60% of the total 490. Thus 40% of the 
total verses may be taken to have disappeared on account of the 
ravages of time and white ants. At the time, when Tirumurai 
kanta Purāņam was composed, the number of patikams available 
is given in verse No. 25. The total number of Campantar's 
patikams available then was 384, that of Appar was 307 and that 
of Ārūrar 100, in all making 791 patikams. 


On the basis of the rough, calculation made by us that on 
an average only 40% of the verses were lost, we may assume that 
the original number of patikams composed by Campantar was 
640 and that of Arürar 160 making 800 patikams in all and if the 
patikams of Appar are added the total will be nearly 1,300 pati- 
kams or 13,000 verses in all. This number 640 will give us roughly 
6,000 verses for Campantar and if *Patinàràyiram" in Nampi's 
verses is to be a wrong reading of the original ‘“‘arayiram’’, one 
may get a confirmation of the rough calculation. If we take into 
consideration the number of temples described by Cékkilar, as 
having been sung by these Saints, these calculations of ours may 
be justified. Cēkkilār's poems can never justify the fabulous num- 
ber given by the commentator of Tirumuraikanta Purāņam. In 
this connection, we must bear in mind that Nātamuni recovered 
all the songs of Alvars without any loss whatever. 


Even the number given in this verse of Tirumuraikanta Purā- 
nam is not followed by some of the editors of Teveren p 
IS Es any Pillai of Maturai, give thenumber 384 for Cam- 
pantar, 311 for Appar, and 100 for Ārūrar, making a total of 795 
as against 791 of Tirumuraikanta Purāņam, whilst en 
Mr. Sabapati Mudaliar (Panmurai) give the total FEES ers like 
whereas Ārumukha Navalar in his prose version of Pe er as 796, 
gives the number of patikams of Appar as 312 as a z 
Tirumuraikanta Puranam and the number of ne Š inst 311 Of 
101 as against 100, thus making up a total of TOR I's patikams 
of Tirumuraikanta Purāņam. S against 791 


Tlyapuranam. 


10. Units of ten verses. , 
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IV 


Even with reference to the statement about the verses avai- 
lable at the time of Tirumuraikanta Purāņam, this Purāņam can- 
Cumpentars patas acti e elie NER 

: | re 384 of which 383 alone 
were available till very recent times. The inscription found on 
the walls of the temple at Tiruvitaivāy! has given us Campantar's 
patikam for that temple, thus making up a total of 384 as given 
in Tirumuraikanta Puranam. But Cékkilar in his Campantar’s 
Purāņam specifically mentions, in verse No. 342, the Saint’s visit 
to Tiruvālanturai, Tiruccenturaī and other temples. We know no 
hymns of these temples are found included within the number 
384 mentioned in Tirumuraikanta Puranam. In the inscriptions 
of these temples belonging to the reign of Rājarāja I,12 and 
Parakēsarivarman Uttama Cōla,! it is said that Tiruppatikams 
were sung in those temples. But it may be said that Cēkkilār does 
not mention in his verse that Campantar sang any hymn when 
he worshipped in these temples. However, when Campantar 
worshipped at Tiruttavatturai, the modern Lalgudi temple, 
Cēkkilār specifically refers to the hymn sunk by the Saint™ and 
the inscription of this temple refers to the singing of the Tirup- 
patiyam during the reign of Rājarāja, the Great. This Tirup- 
patiyam for Lalgudi which must have been in existence during 
the times of Cékkilar is not found included in the modern editions 
of Tévaram. From these, one has to conclude that more than 384 
hymns of Campantar were available during the times of Cékkilar 
and the statement in Tirumuraikanta purāņam that the hymns, 
over and above 384, were lost to the world for ever could not be 


relied on. 


V 


A similar reference to Cékkilar’s Periyapuranam will reveal 
that this number 100 given for Arürar's hymns available is not 
correct. Four of the present hymns in one sense and seven in 
another sense are not mentioned by Cekkilar whilst eight to ten 


11. Madras Epigraphical Report, 1913/147. 

12. 199 and 104 of 1918 and 192. 

13. S.J.J., Vol. III, No. 139. 

14. Mannum Tavatturai vanavar ta] citi iraifici eļuntu ninrē in tami] malai 
koņtēttip poutu — Cam: Pur. 347. 
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hymns referred to by him are not found in the collections now 
available. 


Cékkilar refers to more than 187 times to Ārūrar's worship- 
ping in.places surrounding the important temples mentioned by 
him. He speaks of itankal,5 ‘itam pala’,’® ‘itankal enaippala',!7 
‘tanam pala’,!® ‘pira pati',!* ‘patikal pira," ‘patikal pala’, 
‘matula patikal’,22 without mentioning the names of the temples; 
in a few places he mentions the important or starting places alone 
as *Inkoymalai mutalāka vimalartam pati pala””,3 *Cemponpalli 
mutal ...... pati pala".? In most of these places, Gekkilàr uses 
the words *paņintu',5 tiraiūici',*$ ‘tola’,”” «Vaņanki'** ‘Talntu’,?® 
all meaning ‘bowing down’ before the Lord, without specifically 
referring to the singing of the hymn by Ārūrar. In two places, 
however, Cékkilar does speak of Ārūrar singing hymns.? Again 
on Ārūrar's return journey to Tiruvārūr from Tiruvorriyür after 
leaving Kafici, Cēkkilār speaks of Ārūrar worshipping temples and 


- offering his garland of verses to the Lord in every one of them, 


on his way before he reached Āmāttūr: **Tiruppatikaļtērum ... 
ipaificip pannu tamilt totai cātti””,! These hymns are not now 
available and there is no means of deciding how many of them 
there were during the time of Gekkilar. Since he himself does not 


give any particulars about these hymns, these were probably not 
before himin which case, he must have had tradition of the Saint 
having sung in those places. 


In this connection, mention may be made of those hymns 
which give a catalogue of the temples. One is ‘Nattuttokai3? so 


15. Eyar., 99. 
16. yar., 99, 166, 195, etc. 

17. Byar., 199. 

18. Ēyar., 100. 

19. Byar., 142, 171, etc. 

20. Eyar., 32, 66; Kaļarīr., 108. 

21. Byar., 62, 64, 70, 85, 88, 92, 93, 149, etc. 
Byar., 111. 
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E ar., 85. 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


[S 


THE PROBLEM OF NUMBERS 43 


called because the ‘Natus’ or the Provinces in which the temples 
are situated are also given in this hymn. The other is ‘Urttokai’33 
giving the names of the ‘Ur’ or holy places. The third is ‘Itaiyar- 
ruttokai’*4 giving another list of holy places, and it is called 
‘Itailyarruttokai’ because every verse therein ends with the phrase 
‘Itaiyarru Itaimaruté’. Cékkilar does not mention these hymns 
anywhere specifically. It is for consideration whether these three 
hymns may not be a few of those mentioned to have been sung 
at the various other places. 


VI 


In a few other places Cékkilar refers to Àrürar's singing hymns 
on more than one occasion at one and the same temple. At Tiruvà 
rūr, Cekkilàr mentions ten times when Ārūrar sang. With reference 
to the first hymn sung there, he has given the substance of the 
hymn?? and such a hymn is available as hymn No. 73 of Arürar's 
collection. In other places?* Cékkilar mentions Ārūrar singing 
hymns on some occasions at Tiruvārūr, but in these places he 
gives the initial phrase of the hymns along with the substance of 
the hymns; and with these particulars we can identify those hymns 
as hymns Nos. 39, 25, 33, 96, 37 and 95 of the present collection 
of Arürar's poems. There is a hymn No. 59 referring to Tiru- 
vārūr but Cekkilar tells us? that this was sung at the capital of 
the Céra when Ārūrar amidst the Royal feast he was enjoying 
thought of his Lord of Tiruvārūr. In Tatut. vv. 126 and 182 and 
in Ēyar. v. 30 and in Kalarir. 122 Gēkkilār also refers to Ārūrar 
singing four hymns on four different occasions. These poems are 
not to be traced. There is hymn No. 8 which may be one of these. 
Perhaps when in v. 30 of Ēyarkēnkalikkāma Nāyanār Purāņam, 
Cēkkiļar uses the word ‘Ettinar’ he might not have intended that 
any specific hymn was sung. In that case, there will be missing 
only three hymns on Ārūr and if hymn No. 8 is one of them, there 


will be only two hymns missing. 


At Pukalūr, Ārūrar is said to have sung a hymn on entering 
the temple expressing his mind’s desire. After waking up from 


33. H. 47. 

34. H. 31. 

35. Tatut., 123. 

36. Tatut., 201; Ēyar., 132, 140, 303, 305 and 309. 
37. Kaļarir., 156. 

38. Byar., 47. 
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a miraculous sleep he is said to have sung a hymn which from 
the particulars given can be identified as hymn No. 34.33 With 
reference to the hymns of Tiruvārūr and Pukalūr not available 
now, we must assume that they have been lost to us. 


In 74 places including those 41 references to miscellaneous 
temples, the poet Cékkilar refers to Saint Ārūrar worshipping at 
the various temples. He does not mention that the Saint com- 
posed any hymns on these places. But still hymn No. 68 is avai- 
lable for ‘Nallaru’, No. 6 for ‘Venkatu’, "No. 23 for ‘Kalippalai’, 
the three of the temples mentioned among those 33 specific re- 
ferences to temples. It is not clear why Cēkkiļār has not referred 
to Ārūrar's singing these. Or, should we assume that Céekkilar 
wants us to understand that Ārūrar also sang in these place where 
he is said to have merely worshipped? 


Cékkilar specifically mentions the Saint’s singing in 29 
places. "This included the references already given for Pukalūr 
and Tiruvarfir. Of these 29 hymns, or 27 hymns, if Ārūr and 
Pukalūr are omitted, that for Itaimarutu,*! for Veficamakkital,* 
for Karkuti* for Nanipalli,44 for Kalukkunru,* for Paruppatam,9 
for Kétaram,*” for Āmāttūr,* for Nākaikkārēņam? and for Mātēt- 
tam (Tirukketiceuram)9? are available. At Kanappér, Ārūrar is 
said to have sung a second time but what he had composed on 


the first occasion alone is found included in his Tēvāram. The 
rest of the hymns are not available. 


VII 


Over and above these general references to the singing of 
hymns by Ārūrar, there are specific references to hymns, in Cēk 
D A t > E 

kilar’s Periyapuranam, where the poet gives the beginning of the 


39. Ēyar.,51. 
40. Pati-Byar., 47; Gorpatikamalaika]um catti — Ēyar. 


Nu E. » 382; 
pannippunaintu — Ēyar., 65; Tamiļāl viruppotum paravi — 82; Colmalarka] 


kam .. pati—Byar., 93, etc. Ēyar., 92; Tiruppati- 
41. H.60. 46. H.79. 
42. H.42. 47. H. 78. 
49. H.27. 48. H. 45. 
44. H.97. 49. H. 46. 
45. H.8l. 50. H.80. 
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first verse and in some places the names of the hymns in addition 
to the substance of the hymns. There are 81 such references. Of 
these, for 66, the initial lines or phrases are given: for three, the 
names of the hymns are given.5! In 16 places, he gives the subs- 
tance of the hymns without giving the initial phrases or lines. In 
35 places he gives both the substance and the initial phrases. Of 
these 66 hymns, the hymn on Tillai is not traceable today though 
it must have been in the hands of Cékkilar when he sang V. 107 
of Tatuttatkonta Purāņam (Teņņilā) 


There is one other hymn? to be mentioned. This is as it ap- 
pears today, sung at the temple at Tiruninriyūr. There is another 
hymn* on this very same temple and it is this which is referred to 
by Gekkilàr in unmistakeable terms.54 Therefore, there is no re- 
ference whatever to this hymn No. 19 in Periyapurāņam. Either 
it is a new addition or it has missed the attention of Cēkkilār. On 
reading this hymn No. 19, one wonders whether this may not be a 
hymn on Tiruninravür which is referred to by Ārūrar himself as 
the place of Pücalàr.55 The references to the devotee in honorific 
plural in the verses in h. 19 may be Pūcalār. This name Pūcalār 
is itself explained by the phrase of the second verse: *Niru pücat- 
tinar pukal innakar pērrum em punniyattal"—*Our embodiment 
of virtue who holds sacred this city which is the refuge of the Saint 
Pücalar.' The reference in V. 5, to God presiding in the hearts of 
those who take refuge in Him may be taken as a reference to this 
Saint. So may be the phrase “Pūcai iccikkum iraivar”,*% “Cila- 
mum ceikaiyum kantuvappár,"9 *Vāyār manattāl ninaikkum 
avarukku aruntavattil tiyar,’’58 and *Pukalt toņtar.”59 


VIII 


This study of Cékkilar thus reveals the existence in his times 
of at least nine more hymns of Ārūrar, thus giving us a total of 
109 as against 100 of Tirumuraikanta Purāņam. But if it is 
assumed, on a reading of Cekkilar, that seven of the hymns now 


51. Tiruttoņtattokai, Cittanilait tiruppatikam, Namaccivayat tiruppatikam. 
52. H. 19. 


58. H. 65. 

54. Byar., 150. 

55. Ninravürp Pücal—Tirut, 11. 
56. V. 8. 

57. V. 9. 

53. V. 10. 
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available are not mentioned by him and that therefore were not 
before him, one may be tempted to reject them. Then the total 
number of hymns will come to 102. This falsifies the theory that 
a major portion of Ārūrar's poems were lost and that only a 
negligible part of it had been recovered. What one learns here 
justifies a belief in the story of ‘Natamuni’s recovery of all the 
verses of the Vaisnavite Saints without any loss. The reverence 
with which the Tēvāram hymns were copied and recited in Tem- 
ples, as already pointed out, could not have allowed thousands 
of verses to be eaten away by white ants. 


If one argues that in every place Cēkkiļār refers to Arürar's 
worship, one must assume a hymn to have been sung, even then 
the total number of hymns cannot be more than 187, a figure 
which comes very near 160 which was arrived at on the calcula- 
tion of the statistical average of the percentage of verses lost as 
against the percentage recovered. 
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CHAPTER IV 
THE PROBLEM OF INTERPOLATION 
I 


The total number of hymns or patikams sung by Ārūrar now 
available are 100 and the total number of verses now extant are 
1026. If there were only 10 verses in every hymn there must be 
only 1,000 verses. But there are patikams in which a few verses 
have been lost. In the 63rd hymn, the last two lines of the last 
verse are missing: in the 11th hymn there are only 8 verses avail- 
able, the 8th and the 9th verses according to all the editions 
having been lost; in the 65th hymn, there are only 7 verses avai- 
lable, the 8th, 9th and 10th verses having been lost; in the 66th 
hymn, only 5 verses are available, the 6th to 10th verses having 
been lost. It looks as though the cadjan leaves containing the 
63rd to 66th hymns have been originally eaten away by the white 
ants. If, therefore, allowance is made for these 10 verses lost, 
there must only be 990 verses, as against 1026 verses now extant. 
This excess of 36 verses has to be explained. There are 30 hymns 
with 11 verses each, which account for 30 additional verses and 
three hymns with 12 verses each, which account for the other six 
additional verses, in all making up a total of 36 additional verses. 
All the rest 67 hymns including the four hymns for which lines 
or verses are missing, have 10 verses each. 


That the latter is the scheme of Ārūrar's hymns is made quite 
clear by his specific mention of number ten in 24 out of 63 such 
hymns. The word ‘pattu’ is not a shortened form of patikam 
which may contain 11 verses and 12 verses as in the hymns of 
Campantar. Instead of using the ‘pattu’, Ārūrar in a few places 
specifically describes the number ten without giving room for any 
doubt by referring to it as *ettotirantu' (8 plus 2);! *aintētaintu” 
(5 plus 5;? ‘aificinotaificncu’ (5 plus 5).* Campantar refers to his 
hymns as ‘pattu’, ‘aintotu aintu’ but that is on the basis the last 
verse or ‘kataikkapu’ is not numbered as one of the ten. That is 
clear from his scheme where almost all hymns contain 10 verses 


l. H. 44. 
2. H. 55. 
3. H. 68. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


48 NAMPI ARURAR’S TĒVĀRAM, HIS LIFE AND AGE 


on God and the 11th about himself as composer whilst in Ārūrar's 
scheme as is made clear by 67 hymns, the verse containing his 
name as a composer is included within the ten verses of the hymn. 


That these ten verses form individual music compositions is 
made clear by Arirar’s description of them as "cantam',t 
fpanpayilum pattu’ and 5icaikkilavi? Cantam is the rhythm 
varying with the ‘tala’ or time-pattern, ‘Pan’ is the melody type 
and ‘Icai’ is the general music. ‘Pani’? is ‘tala’ or keeping time or 
a musical composition. It may be a shortened form of “Tévapani’, 
a musical composition in praise of God. Ārūrar bas looked upon 
these compositions as pieces of Tamil Literature and he refers to 
them ‘Ontamil’® Aruntamil? Narrami],!? Ceficorramilj! *T'an- 
tamil,? *'"Vantamil.? The longer poems came to be known as 
*Pattu' or ‘Patal’ from the time of ‘Pattuppattu’ and Ārūrar refers 
to his hymns of 10 verses each as a longer unit of poetry by 
referring to them as "Pātal.!4 


This idea of unity is still further emphasised by calling these 
hymns *Malai' or garland. The individual verses are considered 
as so many flowers going to make up this garland of poetry or 
*Nülmàlai',9 and he refers to individual verses going to make up 
this garland as ‘Colmalar,’”” “Tamil malar'35. In some places he 
refers to the hymns as his talk or message *Péccu.!? All this make 
it clear that Arürar looked upon the hymns as separate units of 
poetry and music made into an organic whole by the unity of 
his message of poetry and his music representing thereby a gar- 
land—like beauty though consisting of distinct and seemingly 


5, 34, 36, 54, 74, 85, 92 


, 6, 10, 11, 27, 29, 41, 42, 47 
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unconnected verses; and that under 
rally consisted only of 10 verses. 


II 


Having so far made it clear that Ārūrar's scheme is to sing 
only hymns of 10 verses each, the hymns in which 11 verses are 
found may be taken up for scrutiny. In H. 2, there are 11 verses 
and the last verse itself states that the hymn consists of 6 plus 4 
plus 1 verses or 11 in all. This is a hymn sung in the presence of 
the Great kings of Tamil Land, Cēra Cēļa and Pāņtiya. It is the 
Tamil tradition, that in addressing the kings, one can sing of his 
own praises.”? This last verse, therefore, in singing of Arürar 
himself, in the presence of the kings, has an importance of its 
own, over and above the ten verses in praise of God. It has to 
be placed on a par with the “Tirukkataikkappu’ par excellence of 
Campantar; whereas in the other hymns of Ārūrar, the verses 
mentioning the name of the author are found included within the 
ten verses of the hymns, without any such extra significance. This 
difference explains why Campantar’s poems alone were known as 
Tirukkataitkkāppu' and not Ārūrar's. Therefore this exception of 
11 verses in a hymn only proves the rule that Ārūrar's hymns 
contain only 10 verses. 


his scheme each hymn gene- 


There is one other exception as well and that is "Tiruttoņtat- 
tokai'.? From Nampiyantar Nampi’s Tiruvantati and Cekkilar's 
Periyapurāņam, it is clear, this hymn contained 11 verses. Both 
these poets at the end of the descriptions of the lives of Saints 
catalogued separately in each of the 11 verses of Tiruttoņtat- 
tokai, sing a verse in praise of Árürar himself. There are eleven 
such laudatory verses by Nampi and eleven by Cēkkiļār. Nampi 
in verse No. 88 of Tiruttontar Tiruvantati gives the index of the 
eleven verses of Tiruttontattokai and Cékkilar has divided his 
Purāņam into eleven carukkams apart from his prologue and 
epilogue and these are named after the opening phrases of the 
eleven verses of Tiruttontattokai. 


III 


Ifthe other exception was because of the Saint singing in 
the presence of the kings, this exception is because of the Saint 


20. Mannutai manrattu olaittükkinum ... tannaip puka]talum takum pula 
vorke-Nannul—53. 
21. H. 39. 
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singing in the presence of the Saiva Saints, his Lords, who are to 
him more than kings. Leaving these two hymns out of account, 
there are 28 hymns to be explained. Of these, the last verses of 
two hymns state that these hymns contain 5 plus 5 verses.** The 
hymn No. 61 states that it contains twice five verses. Therefore, 
there can be no doubt about these hymns having had originally 
10 verses and no more. In six other hymns” it is clearly stated 
in the last verses they are 'pattus' or hymns of 10 verses each. 
These references clearly prove beyond any doubt that this scheme 
is based on a unit of ten verses only. Therefore, there is no ex- 
planation why there should be 11 verses in these cases and in 
other 19 hymns which do not have any specific reference to the 
number of verses. As for the hymns with 12 verses, such hymns 
occur in Campantar's poems where reference had to be made to 
12 different names of Cikali in different verses or different orders 
but no such explanation is possible for Arürar singing in 12 verses. 
These verses over and above ten could not have been there origin- 
ally except in H. No. 2 and Tiruttontattokai. 


On this calculation the total number of Ārūrar's poems now 
available is 992 i.e. (1026-36 +2) and the total number of verses 
originally sung should be 1090 or so. 


IV 


The hymns containing verses more than ten may be studied 
at this point with a view to find out any verse or two which may 
be considered a later day addition. The last verse called *Tiruk- 
kataikkappu’ by Cēkkiļār is ‘Nandi’ verse or the benedi 
giving the reader the information about the author a 

X; that may accrue from reading the hymn. In Cam 
4 this last verse stands apart and is in a pattern di 
aor other preceding verses which usually end as it 
* or ‘Pallavi’. If one examines Arürar's hymns N 

one will find that this kind of scheme to pre 
Nos. 1, 2, 7, 9 etc. do not follow this scheme 
giving the name of the author follows the 
same ending ‘Unakkalai ini allen enalame 
not le to say that these last v 
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Though Ārūrar does not give as much importance to this last 
verse as Campantar, who will declare that it is his order?» (Anai 
Namaté), yet Ārūrar also follows in the footsteps of Campantar 
in leaving his mudra or name in the last verses. It is this differ- 
ence that has made Campantar’s benédictory verses to be called 
Tirukkataikkāppu par excellence. In some places, Cékkilar refers 
to the last verse of Arürar's hymns as Tirukkataikkappu and in 
these places,* the hymns contain more than 10 verses. On this 
basis, it cannot be argued that wherever Cekkilar uses the phrase 
Tirukkataikkāppu, there must be 11 or more verses; for, hymns 
like 15 where also the last verse is described by Cēkkilar as Tiruk- 
kataikkappu,*** the total verses are only ten and no more. As 
this short cut of removing all the last verses, is not available, the 
hymns containing more verses than 10 have to be scrutinized in 
detail. Tastes differ and it is not easy to come to any unanimous 
verdict on any one verse. All the same, the attempt is worth 
making. 


V 


The hymn No. 7 contains 11 verses. The verse No. 8 seems 
at first sight an imitation of verse No. 2. The first line in V. 8 is 
against the rule of grammar about ‘short U’, though such ‘Arsa’ 
breaches of rules are found even in the musical compositions of 
Campantar." This hymn is described as ‘Cittanilait tiruppati- 
kam’ by Cékkilar?? and true to this name, this is addressed by the 
Saint to his own mind or ‘citta’. The term *Manattir'? may be 
interpreted as referring to mind; the verses point out the defects 
including evanescence of this wordly life and give wholesome 
advice. The only verse, not based on this pattern is verse No. 
10, which probably was introduced by some who wanted to have 
a hit at Visnu and Brahma, as is used to be done by Campantar 
in a few verses preceding the last verse. When such references to 
Visnu or the Jains come, it may be said verseg containing them 
may be later day additions. But one must take into consideration 
whether Ārūrar himself might not have been in a remniscent 


25. 3:.78: 11. 

26. 7: 14—Byar., 82; 7: 36; Byar.—85 
262. Eyar., 42. 

27. 1: 106: 8. 

28. yar., 121. 
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mood and therefore sometimes made such reference as Campan- 
tar himself, almost in the same order. 


Hymn No. 9 contains verses alternately addressed to God as 
‘Alakan’ or the ‘The Beautiful and as ‘Punitan’, ‘The Pure’. 
This alternating pattern is spoiled by verses 9 and 10 which both 
address God as the ‘Beautiful’. The last or the 11th verse tries 
to restore order by speaking of Him as the Pure. If either the 
9th or the 10th is omitted, the alternating pattern of the "Beauti- 
ful’ and ‘the Pure’ will be restored and the hymn will contain 
only 10 verses and not 11 verses, as it stands now. 


The hymn No. 12 is called ‘Nattut-t tokai'. Tokai is a group- 
ing or collection. In this hymn we get an illustrative catalogue 
of the holy places. Nàtu means both an independent state and a 
province of a state. "This hymn describes the temples mentioning 
the Natu or Province or State in which the city of the temple is. 
This explains the name 'Nàttu-t tokai. The last line in each 
verse gives the name of the city and the name of the Natu almost 
in similar terms: c.f. ‘Marukal nàttu Marukal’. In verses No. 10, 
this pattern is broken raising a doubt of interpolation by those 
who wanted to introduce the temples mentioned therein. Though 
verse No. 7 also does not end like the other verses, giving the 
name ofa city bearing the name of the province itself, it does 
refer to the Ilanatu, Tennatu and Gēlanātu. In passing, it must 
be also noted that Killikuti which occurs at the end of this verse 
as one of the temples of Cola Natu seems to follow the pattern, 
for, Killi is another name for Gola. This hymn conceives God as 

the Great Wanderer, *Nàtatanil tiriyum Peruman’,30 or the great 
cosmopolitan or the citizen of the world-states and the places of 
Siva worship are enumerated in terms of the various states or 
provinces: It is really the 10th verse which does 
Roane) interpretation follow the pattern explained; 
m be omitted, it may be suggested that it might 
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Verse No. 10 alone especially its first two lines do not follow this 
pattern prima facie, suggesting by that very breach that this may 
be an interpolation by those who thought there must be a refer- 
ence to Brahma and Visnu in this verse. 


The hymn No. 14 contains 12 verses. The verses inclusive 
of the benedictory verse follow one and the same pattern and end 
with the chorus-like phrase “Ivaralatu illaiyo piránàr)"—Is there 
no Lord but He?' The first two lines in these verses refer to 
Arürar himself or his mind as having complete reliance on God 
and none else. The third lineis a reference to "Pāccil Acciramam’, 
the name of the temple. 'The fourth line is an interrogation or 
an interjection: ‘Is there no Lord but He, if He were not to help 
or save us!’ Verses Nos. 1, 2, 3, 6, 8, 9, 10, 11 and 12 follow 
this pattern. Of these, verse No. 8 is addressed to the poet’s mind 
and therefore verse No. 4 which is also addressed to his mind and 
in that way a reference to the poet himself, may be said to con- 
form to this pattern. Verses 5 and 7 are not modelled on this 
scheme; the 5th refers in its first line to Tripuradahanam and to 
God's help to His devotees, whilst the 7th is a description of God 
adorning Himself with skull and dancing on the grave yard. If 
these two are omitted, one gets only 10 verses. In some verses 
God is described as ‘Atikal’ and in others as ‘Paramar’, the Lord 
and the Beyond. Even as ‘Punitan’ and *Alakan? alternatingly 
formed a pattern of verses in hymn No. 9, perhaps originally 
there was an alternating pattern in this hymn as well, and there 
will be no difficulty in rearranging the verses on this pattern. 


The 16th hymn on 'Kalayanallūr” also reveals a general 
scheme of its own. The first two lines give a purāņic story of the 
Lord either of His destroying the evil or His blessing the Good, 
and the last two lines give beautiful descriptions of Man and 
Nature of the holy place: ‘If you ask what is the city of the 
Lord who has performed this great deed of Grace, it is Kalaya- 
nallür of such beauty"—that is the pattern of the sentence occu- 
ring in every verse. The first gives the story of the penance of 
the Mother Goddess, the third that of Candésvara, the fourth that 
of the playful covering of the eyes of the Lord by the entwining 
hands of the Goddess, the 5th that of Tripuradahana, the 6th of 
the destruction of Daksa's sacrifice, the 7th the destruction of doc 
pride of Rāvaņa, the 9th burning of Kama, the 10th of Brahma’s 
worship, the 11th that of the Lord's begging— that is, all these 
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give only one story each. The second and the eight verses, how- 
ever, give more than one story. The first two lines therein in 
verse No. 2 may be said to introduce some unity by connecting 
these stories by way of contrast. Asura Jalandhara was killed 
and the same weapon which killed him was conferred on the wor- 
shipful Visņu as a gift whilst the Lord hurled his weapons on the 
proud Indra and Andhaka. The 8th verse is really a problem; it 
refers, to the pillar of Fire, which form, the Lord assumed in the 
presence of the conceited Visņu and Brahma, to the Lord adorn- 
ing his crown with the crescent and to the drinking of the poison. 
Unless one strains a good deal, a unity may not be easily percei- 
ved. Sombody having the pattern of Campantar’s poem must 
have thought that the reference to Brahma and Visnu must suc- 

ceed the verse immediately after the other verse describing 

Ravana. In this connection, one may usefully be reminded of 

the tradition about Vellipattu—the interpolations by Velliam- 

palat tampiran of Dharmapuram in Tévaram.*! 


In hymn No. 17, every last line states that the Lord’s place 
is our Tirunāvalūr; the 2nd line or the third line refers to Veņņei- 
nallūr where God saved Arirar—‘‘Venneinalliril vaittennai āļun- 
kontar". The terms ‘Vennei nallūr and ‘Navalir’ do not and 
place in v. 2 though the verse describes in more detail the story 
of the Saviour. The heading 'Venneinallür and Nāvalūr does 
not, therefore, fit in with this verse. If this verse is omitted, one 
hasonly ten verses. 


The hymn No. 19, as it stands at present, is against the 
scheme of ten verses. ‘His place is Tiruninriyür' — *Ttamavatu 
or itamàm or itam Tiruninriyüre" —that is the pattern of the sen- 
tence in every verse. Verse No. 10 hasthe other form, *Ūr Tuc 
ninriyūr. In verse No. 3, the form, ‘Itam Tironingiyar E i 
but, whereas in other verses ‘Itam? occurs in the fourth Ting AMA 
Tiruniņriyūr also in the same line, in this verse, whilst a ae 
; Tiruniņriyūr occurs in its proper place in the NS WOT 
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The hymn No. 30 comes next with its extra verse. The last 
sentence in every verse is a sort of chorus or ‘pallavi —‘How 
sweet is He when we think of Him!’ The third line describes the 
Kokuti (or the jasmine), the temple itself being named after this 
flower. The second line mentions the place ‘Karuppariyalūr’, 
with its descriptions which sometimes begin in the first line itself. 
Verse No. 7 differs from this pattern in that, the first line contains 


an advice addressed to the world at large; and this may be: 


omitted. In this hymn also, as in the hymns of Campantar 
there is one verse referring to Visņu and Brahma and another to 
the Jains and Buddhists. 


The hymn No. 34, the famous Tiruppukalūr hymn, contains 
11 verses. These verses are addressed to the brother poets of the 
age, usually singing the vain glories of erratic men. Arirar as- 
sures them in the first two lines that even if they attribute in their 
verses all grand qualities to those who have them not, those men 
will néver condescend to give them anything. Arürar, in the third 
line and sometimes in the second line, also advises them to sing 
the glory of the Lord. In the fourth line he affirms that there is 
no doubt whatever about those singing the praises of the Lord 
reaching Sivaloka in the next birth. *Yātum aiyuravillaiye" is 
the ending of every verse. The contrast between the poet's im- 
aginary description and the cruel reality is emphasised in every 
verse. This is the general pattern. Verse No. 10 does not specfi- 
cally mention the contrast. It describes only the poet's hyper- 
bole without even suggesting the reality of ugliness and meanness 
as in other verses. But so is verse No. 3. In verse No. 10, how- 
ever, the use of the word ‘Kalaru’ may at first sight seem to be 
not very happy, but perhaps-Ārūrar feels that the poets by sheer 
contrast bring home poignantly the truth of the world. No breach 
of pattern need be felt; it may be that the darker and more reals- 
tic side of the picture is there, in an implied sense. The verse 
No. 9 repeats the words ‘Karru nallane' found in verse No. 3 and 
it repeats the idea of Kama found in verse No. 10. "The singing 
of the owls?? reminds one of desolation; Pukalür's fertility is 
described in terms of the owl's song, nota very happy description, 
indeed, of fertility. In hymn No. 32, wherein?? Arürar complains 
of isolation and desolation, he mentions the owl as the sign of 
such state. In hymn No. 50, the first verse also refers to the song 


32. Pottilantaika] pattarap pukalür—V. 9. 
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of the owls. The reference to the high-way robbers in verses 
Nos. 2 and 5, the appearance of desolation in verse No. 4 and the 
mention of ‘Kalli’ in verses Nos. 6 and 8 make it clear that the con- 
text in which the owl is thought of can be only that of desola- 
tion—a place in ruins — *Paļampati”.5% If this is admitted, the 
beauty of the fertile Pukalūr described in the last verse of the 


hymn, fits ill with the description of the owl’s song. Hence verse 
No. 9 may be omitted. 


VI 


Hymn No. 36 is composed as the speech of the woman to 
whose doors the Lord goes to beg. All the verses end with the 
phrase “‘Araniya vitankaré’’ — The natural unsculptured Beauty 
of the Forest’. They express their fear of His serpents and other 
articles of adornment and beg of Him not to bring them along 
with Him. The first line of verse No. 3 speaks of the Lord in 
the third person as contrasted with the other verses addressing 
Him in the second person. It is possible to suggest an emenda- 
tion; oTüyavar' might have been *Tüyavir'; but even then the 
third line is neither musical nor poetical. 


If this is omitted one 
will have only 10 verses in this hymn. 


Hymn No. 37 on Tiruvarir is what is called in Tamil 'Tūtu” or 
‘Sandéga’ where the pining lady-love sends messages to her love 
through the birds. Cēkkiļār calls this *Kaikkilai' 
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contrasted with the other verses referring to specific devotees re- 
fers to devotees in general. When the full implications of the 
10th verse are realised, it is not possible to reject it as an inter- 
polation. Even during the times of Nampiyantar Nampi, there 
were these eleven verses. At least with reference to hymn No. 2, 
which we considered to be an exception to the rule of singing ten 
verses, it can be said that the last verse has no connection with 
the verses that have preceded it; but such doubts cannot arise 
with reference to this hymn. Therefore, it should be looked upon 
as an exception to Ārūrar's scheme of ten verse. 


In hymn No. 40, verses Nos. 8 and 10 do not follow the 
general pattern found therein of piling up the accusative cases, 
in the first four lines. Perhaps the pattern should not be taken 
in such a detailed way. But verse No. 9 is really difficult; it 
repeats *Cataiyànai?? and the phrase ““Tuniviniya tüyamolit tontai- 
vay nallar tūnīlan kanvalarum" does not make excellent poetry 
worthy of Ārūrar. If this is omitted the total verses here also 
will be ten. i 


The first two lines in every verse in hymn No. 43 refer to the 
beggar’s part, the Lord plays; and they ask implicitly or expli- 
citly: “How are the devotees to live if their Lord is a Beggar!’ 
The second two lines describe the Mutukunram and its natural 
scenery. Verses Nos. 4 and 9 are not of this pattern. A reference 
to the 4th line of the verse No. 9 makes it clear that the thrid 
line does not go along with ‘mutti’ of line 4. The subject of ‘mutti’ 
is not clear. In verse No. 4, the third and the fourth lines form 
a description of the Lord of Mutukunram and there are many 
places where the description of the Lord takes the place of the 
description of a city, in Tévaram. Therefore, it is verse No. 9, 
which is not intelligible with its *Cetti nin kātali; attum in cil 
pāli; and mutti tola", that has to be omitted. 


Hymn No. 45 has the pattern of repeating the first word of 
every line suggesting thereby surprise or wonder or certainty. 
The verse No. 6 repeats the words already repeated in verse No. 1. 
It is probably a variation or a different reading of the first verse. 
If this is omitted the hymn will contain only ten verses. A study 
of hymn No. 99 will help us to understand this position. 


35. C.f. lst and 3rd lines. 
T. 8 
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VII 


In every verse of the hymn No. 46 there is a reguest for 
luxuries of life. But the verse No. 3 does not contain any such 
reguest. Probably for this reason, this has no place in this hymn. 


In hymn No. 51, Ārūrar pines for the sight of the Lord 
of Tiruvārūr. The last line of every verse chimes like a chorus, 
««Pirintirukkēņ en Ārūr Iraivanaiye". In the first three lines, he 
condemns himself for being away from the Lord. Verses Nos. 2 
and 7 do not refer to Ārūrar in the first three lines except for the 
last phrases in the third lines. But this need not be considered a 
breach of a pattern as long as the fourth line is all right. In the 
absence of any breach of a pattern, one may search for any 
unpoetic repetition. Verses 5 and 9 repeat the reference to 
Brahma and Visnu and one of these, possibly verse No. 5 which 
certainly does not rise to the poetic heights of verse No.9, has to 
be omitted. It must be said, repetitions of ideas and purāņic 
stories are not unknown even in Arirar’s verse, though in this 
hymn one is on firmer grounds on rejecting verse No. 5, because 
one relies on a comparison of poetic worth. 


Hymn No 56 contains 11 verses and it is a very difficult to 
decide which has to be omited. If the pattern of piling up the 
accusative cases in each is considered, the fourth verse may seem 
to be a breach; but, the first verse which is specifically mentioned 
in Periyapuranam is also very much like this fourth verse. Speak- 
ing subjectively, this present writer does not see much of poetic 
beauty or feeling in verse No. 7 which repeats in addition a 
phrase 'Vittilaūku' for the sake of ‘etukai’. Therefore. it may 
be concluded that it was not originally there in this a. 


In hymn No. 57, perhaps, verse No. 10 had beeni 
for introducing a reference to Jains and Buddhists : 
previous verses reference had been made to Vin M 
*Iruntun terarum ninrun camanum" is a phrase from C Ke 
tar’s poems. The descriptions have no ring of sinceri ampan- 
No. 11 repeats the story of Tripura to ity. Verse 


ld with force ; 
If these two are omitted the hymn wi orce in verse No. 5. 


lI leave onl 10 
In hymn No. 59, the verses pile u y 10 verses. 


Lord in accusative cases and end by sayi 
get Him? The verse No. 4 states «va 


nterpolated 
ince in the 


p the description of the 
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me 1s lt possible to for- 
a cintaiyunté, manna- 
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muntē, matiyuņtē, vitiyin payanuņtē”” whose significance is all too 
patent to mislead any one. The verse No, 5 is an elaboration on 
this model by some one who wanted to outdo Ārūrar. “Cerivun 
tel manat tārreļi vuntél térrat talvarua cikkana vuntél, marivun- 
tel maru maippirap puntél vanal mērcellum vaficanai untel, 
porivan talceyum ponmalark konrai ponpó luficatai mérpunain 
tāņai, arivun teyuta lattuyi runté Yārū ranai marakkalu māmē” 
piled up in the first, second and fourth lines with no claim for 
perspicuity. If this is omitted the hymn will contain ten verses. 


In hymn No. 61, the third lines refer to the Mother Goddess 
worshipping the Lord; the first two lines mention the other 
characteristics of God, and the fourth lines are but the chimings 
of a chorus—*'Kampan, emmanaik kanak kan atiyén perravārē”. 
Verse No. 10 is not according to this pattern, since all the three 
lines give the story of the worship of the Mother Goddess without 
any reference to the other characteristics of the Lord. The verse 
is really good; perhaps it has been composed by one who wanted 
to describe the purāņic story in greater detail. 


VIII 


In hymn No. 67, though the verses look like objective state- 
ments, they are really expressions of .subjective experience. 
Therefore, the mere piling up of purāņic stories can have no 
place, and verse 9 seems to be, on this score, out of tune with the 
ring of other verses. 


In hymn No. 69, Ārūrar refers in every verse to himself and 
prays for the removal of his misery; the expression, “Patutuyar 
kaļaiyāy pācupatā paraiicutarē” occurs at the end of every verse 
almost like a chorus. But verse No. 4 introduces a variation, 
“Patuvér karelày pācupatā paraficutare" —*'Bless me, who is sing- 
ing your praises." This verse repeats Arürar's reference to his 
singing of Tiruppukal in verse No. 2. The music of assonance is 
attempted at the cost of its meaning in this verse No. 4 and 
therefore this may be taken as not to have been originally in this 


hymn. 

In hymn No. 72, one may first feel that the second verse is 
sacrificing sense, for a jingling assonance of ‘arakam’ in phrases 
like “‘Aravuri irantavan””. But *«Naravuri irantavan”’ is the reading 
suggested which makes good sense. Probably for many verses we 
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are not having the correct reading. Therefore, in this hymn itis 
difficult to decide which verse has to be omitted. 


The 73rd hymn also contains eleven verses. The first verse 
is unlike other verses in that there is no self condemnation there, 
as in the following. Again the verse No. 5 which may be inter- 
preted asa special plea for God’s pity on the poet based on his 
innocence does not fit in with the scheme of self condemnation. 
But it is not clear whether we are having the correct reading for 
some of the verses here. In the absence of a correct reading it is. 
difficult to decide. The author of Periyapuranam, does not men- 
tion the initial line. He speaks as ‘Tiruppatikankal’*’ in plural; 
probably the word ‘Patikam’ means not a hymn but a verse in 
this reference. If he meant more than one hymn, there must 

have been 20 verses of which only 11 are available; nine verses 
on the pattern of the first must be missing. 


Taking hymn No. 77 for consideration, one finds that the 
verse No. 10 repeats what is found in the first line of verse No. 11. 
A repetition may be found in an ‘antati’ composition but this is 
not one such. This verse probably had been introduced to bring 
in the story of Visnu and Brahma. 


In hymn No. 89, the verse No. 9 seemsto be giving elaborate 
details of the story of Cankili and Arürar—somewhat more detail- 
ed than one may expect in this hymn. This verse must have been 
in existence even during the days of Cēkkilār who it may be said 
has based this part of Arürar's story on this verse, Or. it may bc 
that on the basis of Cēkkiļār, somebody has introduced this d 


: etail 
jn this verse. : 


In hymn No. 93, it is very difficult to decide upon the v 

to be omitted. If the verses are taken to be referring to ade ķ 

stories and events, verse No. 8 which seems to des th migu. 

of the Lord rather than give the Purāņic stori M 
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at the Lord going naked to beg at the doors of their wives, sent 
the deer, fire etc., all of which the Lord neutralized. In this case, 


a | Yn : 
one nas to omit it on the score of reception when such repetition 
1$ not a pattern of the hymn. 


In hymn No. 95, the verses speak of the devotees in the plu- 
ral including therein the poet himself. Verses Nos. 2 and 1l, 
however, speak of the poet in the first person. The verse No. 11 
is the last verse and as usual it gives thenameof the poet. There 
might have been a variant reading for this verse. As already 
stated the last verses cannot be omitted. The second verse simply 
repeats “En kan kontir nire palip pattīr** which occurs in the last 
verse, when there is no such pattern of repetition in the other 
verses. Further it states that the poet has committed no wrong 
whatsoever—a statement which is against the trend of his poems— 
c.f. hymn No. 55 and his principle — *Kurram ceyyinum kunam 
ena-k karutum kolkai". The phrase ‘marraikkan’ in this verse 
No. 2 is mentioned by Cékkilar. Or, it may be that this verse was 
composed by others following the verse of Cékkilar. 


In hymn No. 98, the first two lines in every verse describe - 
the Lord and the last two lines, the place where the Temple is 
situated. "Verse No. 4 may be brought within this pattern. It is 
verse No. 10 which has to be omitted since the idea of Cenkanan 
as found in verse 11, is repeated herein, and since it might have 
been introduced by those who thought that a reference to Rāvaņa : 
was necessary. p 


Hymn No. 99 gives in the first two lines of every verse, pur- 
āņic stories and asks why these events took place. The story of 
Manmata is given in verses 7 and 9. These verses are almost a 
replica of each other except for the initial words and for a slight 
difference in line 4. As the 9th verse is more in accordance with 
the established practice of assonance than its altered form in the 
7th verse, it might be taken to have been the original verse rather 


than the 7th. a 
IX : 


One has to confess, one is here in the land of conjectu 
cept in a few cases like hymn No. 99. 4 The difficulty may b 
Rgs plained with reference to a hymn which o a 
kus instance hymn No. 54. dn that I mn 
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to the Lord but in the middle of this verse, the poet turns to his 
own mind only to end with his address to the Lord, which forms 
a kind of chorus at the end of every verse of this hymn. This is 
not a case of any breach of a pattern. Perhaps the abrupt chan- 
ges reflect truly the confusion of the poet’s misery. It is verse 
No. 2 which repeats *Tiruvatip pilaiyen" without making any 
clear sense in any of its lines — perhaps an attempt to sing on 
the model of verse No. 1 —- that seems to be omitted. Even the 
reference to Cankili is not clear. If this is omitted this hymn will 
have only nine verses, one verse having been already lost to us. 
It is not argued that this should be omitted; it is pointed out 
only for the purpose of explaining the difficulties in the way. 


This examination has proceeded on the assumption that 
where there is a repetition of ideas or words without any poetic 
effect, in such repetitions they may not be the work of Arirar. 
As a check we have Periyapuranam which in some cases refers to 
particular verses and Nampiyāņtār Nampi Tiruvantāti. If verses 
have been referred to by these earlier works it will be difficult to 
set them aside as interpolations. The other assumption is that 
when a hymn follows a particular pattern, any verse which does 
not fit in with that pattern will have to be looked upon with sus- 
picion. But one has to be on one’s guard in deciding upon the 
pattern; one must avoid the temptation of imagining too detailed 
a pattern. A third source of suspicion which may after all turn 
out to be baseless, hovers around verses referring to Visnu or 
Jains on the pattern of Campantar’s hymns. Perhaps it is the 
fourth assumption of poetic worth of a verse — purely a personal 
prediliction inspite of all reasons given — that really decides the 
"matter. It is not claimed that the judgements are final, A case 

it is hoped, has been made for re-examining the verses of DNE 
hymns with a suspicion that there may be in them verses not 
sung by Arürar. Nothing more is claimed and that is 
E st dies in the following pages we do not omit references to Sis 
verses here suspected to be interpolations. 
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CHAPTER V 
THE LIFE OF NAMPI ĀRŪRAR—THE TRADITION 
I 


l The life of Nampi Ārūrar assumes great significance in Saiva 
Philosophy. It is said to represent by some, the sakha mārga, 
the way of worshipping God as one's friend. 


Civafiana Cittiyar—Cupakkam, describes four ways of attain- 
ing God, the path of the servant, the path of the good son, the 
path of the friend and the path of truth. These are equated 
with Carya, Kriya, Yoga and Jiana Mārgas. 


The path of the servant consists in sweeping the temple of 
the Lord, painting the ground with cow dung, gathering flowers 
and making them into various kinds of garlands for the Lord, 
singing hymns in His praise, setting up and lighting the temple 
lamps, preparing temple gardens, falling at the feet of Saivites 
and doing their biddings.? 


a 


The path of the good son is explained as going with sweet 
smelling flowers, incense, light, bathing materials and food, per- 
forming the five purifications, conceiving and contemplating upon 
the seat, the image and the inner light of the image, performing 
worship out of pure love, praising, and conducting the ceremonies 
in the sacrificial fire with reverence every day.3 


The path ot the friend is the conquest of the sense organs, 
the control of the inspiration and expiration of breath to such a 
great extent that the movement of the body ceases, the knowledge 
of the inner seats of yoga and their internal ways of action, the 
realisation of their significance, going up the passage of yoga and 
reaching the sphere of the moon in the body and from there 
allowing the nectar to flow up to the brim into one’s body, con- 
templating on the Absolute light and performing completely the 
yoga of eight parts.* 


1. C.GC., V. 270. 3. Ibid., V. 272. 
2. Ibid., V. 271: 4. Ibid., V. 273. 
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The path of truth consists in the knowledge of all sastras, 
philosophies and religions, the rejection of varied ways other 
than the jīāna mārga, realisation of jüàna of the good path, 
which, analysing the characteristic features of pašu (the soul), 
pati (God), and paga (the fetter) shows the way to the attainment 
of Parasiva, the resulting absence of any quest after the knower, 


the known and the knowledge and the final communion with 
Siva.5 


It is said that the life of Appar represents the path of the 
servant, the life of Campantar, the path of the good son, the life 
of Arürar, the path of the friend and the life of Māņikkavācakar, 
the path of truth. But this cannot be accepted as the final con- 
clusion of the Saiva Siddhānta Philosophy. Tirukkalirruppatiyar® 
has no doubt whatever that all these saints reached the highest 
stage of spiritual development, viz., oneness with God. But 
Civafiàna Cittiyār, which describes these four paths, explains them 
as four different stages in the development of spiritual realisation. 
The path of the servant takes you to the world of the Lord; the 
path of the good son brings you to the presence of the Lord; the 
path of the friend gives you His form; and the path of the truth 
brings you into Advaitic relation with the Lord.” All the four 
great saints, however, attained salvation through the jfiana mārga, 
though it is possible to differentiate in that path of truth itself, 
these four varieties of approach, all finally blossoming into the 
flower of realisation. It is in this sense that we can Speak of the 
life of Nampi Arürar as exemplifying the path of friendship. Cēk- 
kilar emphasises this by referring to the name of Nampi Arirar as 
Tampiran Tolar® and speaking of all the activities of N ampi Arirar 

as yoga.? 


II 


í Apart from this, the poems of Ārūrar, being the outpourings 
of his heart, have to be interpreted in relation to the mr s 
life. His hymns are full Of references to his ow > 


i n life. It ist 
fore, necessary to have a clear picture of his li here 


S $ fe for s 
4 g his verses aright. Itis better to begin with the aaa 
tele 1S 


n in Periyapurāņam. This story may b 
D ser RĪSA ur quis 1 G À 
ht of references found in Ārūrar's A next examined 


8 Tatut., 127-129, 
d Sb Tatut., 181. 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


THE LIFE OF NAMPI ĀRŪRAR — THE TRADITION 65 


Cēkkiļār begins his Purāņam with the narration of events 
which happened on the top of the Mountain Kailas before Ārūrar 
was born in this world. The story is that he fell in love with two 
ladies of Parvati’s retinue, whilst gathering flowers. Ālālacun- 
tarar, that is the name which our poet bore in his previous birth 
there," was, therefore, sent to this world for the fulfilment of his 
desires.12 At his request, the Lord promised to save him from 
the ephemeral pleasures of the world. There are people who 
consider this as an interpolation in Periyapurāņam. It is not 
necessary to go into this vexed question; for, we are not very 
much concerned with the previous birth of the saint. Beyond 
stating that our poet, as a Saivite, was a believer in the theory of 
Karma and transmigration of souls, we can make no scientific 
statements about his previous birth with the help of the hymns 
he had sung. 


III 


The story of Ārūrar is given in Tatuttatkonta Purāņam, 
Ēyarkēn Kalikkāma Nāyanār Purāņam, Kalarirrarivār Nāyanār 
Purāņam and the last Veļļānaic carukkam of Periyapurāņam. 


Ārūrar belonged to Tirumunaippati Natu and was born in the 
city of Tirunāvalūr!. His father was Cataiyanar and mother 
Icaiüaniyar.^ He was named (Nampi) Ārūrar after the God of 
Tiruvārūr.5 The chief of Tirumunaippati Natu, Naracinka- 
munaiyaraiyar, was captivated by the beauty of this child and he 
brought him up in his own place. When Arürar came to be of 
the marriageable age, his parents made arrangements for getting 
him married to the daughter of Sadangavi (Sad anga vit) Sivac- 
cāriyār of Puttür." Before the marriage could be performed, 
Siva Himself came in the form of an old Brahmin and protested 
against the marriage of Ārūrar, whom he claimed as his slave.!8 
To prove his preposterous story of one Brahmin becoming a slave 
of another Brahmin, he produced before the assembly of learned 


10. Tirumalai., 24, 25. 14. Ibid., 3. 
11. Tirumalai., 22. 15. Jbid., 4. 
12. .Tirumalai., 27. l6. Ibid., 5. 
12a. Tirumalai., 29. 17. Ibid., 7. 

18. Ibid., 37. 


13. Tatut., 1, 2. 
T. 9 
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Brahimns, the original deed of slavery duly signed by Ārūrar”s 
grand-father and attested by witnesses of that age.'? The signa- 
tures were compared and the assembly had to decide that the 
document was genuine and valid.” It was mentioned therein 
that this old Brahmin who claimed Ārūrar as his slave belonged 
to Tiruveņņeinallūr and every one assembled there was anxious 
to know where he resided. The old man led them all and disap- 
peared at the entrance to the temple of Tiruvarutturai.*? At the 
time of the enquiry, Ārūrar at first abused the old man and tore 
off the copy of the document. Therefore, Siva now praised him 
as ‘Van Tontan’— ‘The stubborn slave’ — and declared that the 
best form of worship He loved was the song.? He bade Ārūrar 
begin singing by using his very word of abuse ‘Pitta’ — ‘the 
madman” — and Nampiyārūrar sang the first hymn beginning 
with ‘Pitta piraicūti.”22, “Is it fair to deny after having become 
your slave?’ — that is the strain (chorus) of the verses. Gēkkiļār 
calls this hymn, “Peritam Tiruppatikam,"? ‘the great hymn,’ 
because of the great revolution effected in Ārūrar, 


From there, the poet naturally went to his place of birth, 
Tirunāvalūr, and sang a hymn in praise of the Lord of the temple 
there. In obedience to the command of the Lord that he should 


go about the world singing His praises, Ārūrar started on a 
pilgrimage.” 


The first place visited by Ārūrar was Tirutturaiyür.9 He 
sang there the hymn beginning with **Malaiyàr aruvi”2, In ouam 
one of the verses ot this hymn, the poet desired that the path of 
Tapas (Sacrifice) might be shown to him. Periyapurāņam des- 
cribes this hymn as the hymn obstructing the path of births — 
«Pavanerikku vilakkakum Tiruppatikam" 28 


After visiting various temples of the Lord, he tl 
> nought 
Citamparam. He crossed the Pennar (Pennaiyaru), Teached A 


19. Ibid., 59, 60- 24 


- Ibid., 78. 
20. Ibid., 61, 62. 25. Ibid., 76. 
anc TENS CB ee 26. Ibid., 79. 
92. Ibid., 70. 27. H. 18. 
222. Ibid., 73, 74. > : 28. Tatut., 79. 
93. Ibid., 74. ; : 
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outskirts of Tiruvatikai which was the place where Saint Appar 
worked with his hoe or ulavarappatai' and was so overcome by a 
feeling of reverence that he dared not even set his foot on such 
a sacred soil. He remained in the Cittavata mutt. "Whilst he 
was asleep, Siva in the form of an old Brahmin, came and laid 
Himself down with His feet touching the head of Ārūrar. Ārūrar 
woke up and protested. The old man begged him to be excused 
for not knowing the direction because of His old age. But this 
kind of kicking on the head was repeated so many times that 
Ārūrar exploded: “Who art thou?" Then the old man disappe- 
ared saying, ‘Don’t you know me?’ Only then the truth of divine 
presence dawned on Ārūrar and he sang the hymn, “Is there any 
one who does not know his Lord?"—'*Tammanai ariyāta cātiyār 
uļarē”? ending each verse with the interrogation, “Will I slight 
the Lord of Tiruvatikai even for a second???30 


After bathing in the river Ketilam, Ārūrar worshipped the 
temples at Tirumāņikkuli, and Tiruttinainakar where he sang the 
hymn No. 64 beginning with “Niru tànkiya", advising therein his 
mind to take refuge into the sprout of Siva—‘Sivakkoluntw’. 


He entered the temple Citamparam, through the northern 
gate. He was moved by the sight of the divine dance and sang 
a hymn praising his own birth'as the most blissful because it gave 
him this great opportunity of worshipping the dance. Unfortu- 
nately this hymn is not available for our study. A voice was 
heard from the Heaven directing Ārūrar to proceed to Tiruvārūr.! 


The poet crossed the Coleroon (Kollitam) and approached 
Cikali. He could not set foot on the holy soil of that city where 
Campantar was born. Whilst on the outskirts of that city, the 
Lord appeared to him on the sacred bull along with his consort 
and the poet sang the hymn No. 58 beginning with “‘Catalum 
pirattalum”, describing therein the vision as the very vision of 
Kailas. Gēkkilār describes this hymn as “Pan tarum innicai pay- 
inra Tiruppatikam"—'the hymn of the music full of ragas or 
melody’.*? 


After offering his worship at Cikali, our poet passed through 
Tirukkēlakkā, Tiruppunkür and various other shrines. The great 


29. H. 38. 31. Ibid., 108. 
30. Tatut., 82-88. - 32. Ibid., 113. 
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Kāviri river was reached and our saint worshipped Mayilātuturai, 
Amparmakalam and Tiruppukalūr and reached near Tiruvārūr. 
The people of Tiruvarur were informed by Siva of the approach 
of the poet and they went in a body and gave him a royal wel- 
come. At the sight of this reception, Ārūrar sang the hymn 
beginning with, *Karaiyum katalum";9 ending each verse with 
the plea, ‘The Lord resides at Tiruvārūr: ascertain from Him 
whether He will accept us as well. That is the burden of every 
verse in this hymn. Here Cēkkiļār observes that our poet reached 


the entrance of the shrine singing, “Canta icaip patikanka]"*34 
hymns of rhythm and music”. 


Cékkilar describes at this stage, the episode of love, in all its 
poetic glory. Paravaiyār, one of the common women, and a vir- 
gin, came to worship at the temple of Tiruvārūr and Arürar fell 
in love with her. Paravaiyàr was not unwilling and she became 
love-sick. Ārūrar looked upon her as the very embodiment of 
Siva’s grace. Both were married and they led a life of happiness 
and piety. The devotees of the Lord conferred the title of "Tam- 
piran Tēlar” (the friend of the Lord) on Arürar.s5 


On another day, Arürar came to worship at the temple. At 
the entrance, there was a mantapam of a grove called ‘Tévaciri- 
yan' where sat assembled all the saints of this world. Ārūrar 
mentally prayed for serving them and begged of the Lord to make 
him fit for such a service. "The Lord revealed to him their great- 
ness and directed him to sing their praises. He was not sure how 
to begin. Lord's voice was there heard: “Start with the line 
«Tillai val antanartam atiyarkkum atiyēņ””.*5 In obedience to 3 
divine command, our poet composed the famous "Tiruttontatto- 
kai’ hymn No. 39. Periyapurāņam is really the story of the saints 
enumerated in this famous hymn. Gēkkilār tries to impress the 
greatness of the message of this hymn by narrating the storv of 
its birth in 15 verses.99* He calls this hymn as Ithe true h d 
broad or universal outlook and love. ymn of 


Thus ends th 
: s eT āt- 
konta Purāņam of Periyapurāņam. auru 
33. H. 73. 36. Ibid., 199. 
34. Tatut., 123 N 


36a. Ibiq., 189-203. 
37. Ibid., 201, 202. 
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IV 


The next part of the story of Ārūrar is continued in Ēyarkēn 
Kalikkāma Nāyanār Purāņam. Therewasa Veļļāļa called Kun- 
taiyūr Kiļār who was supplying Ārūrar with grains and other 
necessaries of life. A great famine came and the Veļlāļa was at 
his wit’s end. The Lord appeared in a dream and informed him 
of the gift of a mountain of grains. The problem was how to 
transport all the grains to Tiruvārūr. Ārūrar worshipped at the 
temple at Tirukkēļili which is near Kuņtaiyūr and begged of the 
Lord by singing a Tiruppatikam beginning with “Nila nina- 
intu"? begging the Lord therein to help him to transport this 
grain to Tiruvārūr, so that Paravai might no longer suffer. Periya- 
puranam tells us that the Pitas carried overnight all this moun- 
tain of paddy to Tiruvārūr, where at the request of Paravaiyar all 
the residents took as much as they wanted from the great store.38 


Whilst Ārūrar was thus worshipping at the temple of Tiru- 
vārūr, Kētpuli Nāyanār requested him to pay a visit to his place, 
viz., Nattiyattankuti. After worshipping various temples on the 
way, Ārūrar reached Nāttiyattānkuti, which was adorned by Kēt- 
puli in a befitting manner, for welcoming the saint. Kotpuli 
worshipped the saint and arranged for a great feast. He brought 
his two children Cinkati and Vanappakai and begged the saint 
to accept them as his servants. Our poet accepted them as his 
own daughters. He went to worship the temple at Tirunāttiyat- 
tankuti and in the hymn sung there beginning with ‘Pin nāņ',39 
the poet refers to Kētpuli and Cinkati. 


From there he reached Valivalam, where he sang the hymn 
No. 67. Therein he says that he had the vision of the Lord who 
was fond of the hymns of Campantar and Nāvukkaraiyar. 
Cēkkiļār mentions here that our poet had composed this hymn by 
weaving into music the all-pervasive Tamil garland.t! 


Arürar returned to Tiruvārūr. The Pankuni Uttara festival 
was fast approaching and Paravaiyār had no money for welcom- 
ing the pilgrims. Arürar had to think of bringing gold and he 
went to the temple at Tiruppukalür and sang a hymn expressing 


37a. H. 20. : 40. H. 67: 5. 
38. Byar., 24-28. 41. Byar., 43. 
39. H. 15. . 
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his desire of getting gold from Him. But, this hymn is lost to us. 
Returning after worship, he felt so fatigued that he fell asleep on 
the cloth he spread out on the ground after arranging as his pillow 
the bricks lying there for the construction of the temple. When 
he woke up, he found to his great surprise that all the bricks had 
been turned into pure gold. Hethen sang the famous “Tiruppu- 
kalūr hymn beginning with ‘Tammaiyé pukalntu’® declaring 
unto the world that God would give here and now unequalled 
happiness. Cékkilar describes this hymn as a musical garland of 
sweet words. On his way, whilst he was approaching Tirup- 
panaiyür, he had the vision of the great dance ofSiva. He went 
into the temple there and sang the hymn beginning with ‘Mata 
malikai’! giving expression to the joy of his vision: “He is indeed 
the beautiful, He the dancer!" Cēkkiļār describes this hymn as 
the hymn which the world received for being saved.” Ārūrar 
returned to Tiruvārūr with the gold bricks in great joy and lived 
in peace with Paravaiyār at Tiruvārūr. 


V 


Again, Ārūrar started on a pilgrimage. He visited the great 
temple at Nannilam, built, as stated in the last verse of the hymn 
which the poet sang there, by the Cola king Kēccenkaņān.*$ 
Gékkilar describes the hymn as the garland of Tamil. From 
there he went to Tiruvilimilalai welcomed by the Brahmins of 
that place. The hymn No. 88 sung here begs the Lord who had 
given coins daily to Campantar and Appar with the desire of 
listening to the music of Tamil, to shower His grace on Ārūrar 
as well. Periyapuranam describes it as the garland of pure Tamil 
words of expansion. The temple at Tiruvāticijam was sung in 
hymn No. 76, when our poet worshipped the Lord there. Cēkkilār 
calls this the hymn of no blot. Ārūrar reached INĀ 
puttūr but went to worship at Citticcaram temple at Tiruna d 
yür. From there he returned to Puttür welcomed by the $aj pa 
In verse 6 of the hymn No. 9 of this temple, Ārūrar ter E 
story of Pukalttunai Nāyanār,. Tiruvàvatuturaj meer Ls = 


42. H. 34. 46. H. 98: 11, 
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way received the hymn No. 66, which immortalises amongst 
others, the story of Koccenkanàn.? ‘The munificent hymn of a 
garland of Tamil words’—so says Cēkkilār in praise of this hymn.5! 
The various temples on the southern bank of Kāviri were visited 
and Arürar finally came to Tiruvitaimarutür. In the hymn No. 60, 
sung there, he requested the Lord to show him the way of escape. 
This is described in Periyapurāņam as containing sweet flowers of 
Tamil words.? "Tirunākēccuram was sung on his way,in hymn 
No. 99. Cékkilar calls this the ever-expanding hymn.55 Ārūrar 
is said to have visited Sivapuram but there is no hymn for that 
temple available. After worshipping at various temples, he came 
to Tirukkalaiyanallūr where he sang the famous hymn No. 16, 
describing the various purāņic stories. 


He came to Tirukkutamūkku or Kumbhakonam, Tiruvalaū- 
culi and Tirunallūr and sang hymns though no hymns for these 
temples have reached us. Worshipping various other places, he 
came to Tiruccērrutturai and composed the hymn beginning with 
‘Alal nir oluki’’.54 This, Gēkkilār calls, the hymn of beautiful 
words.55 After worshipping at various. temples including Kanti- ° 
yūr, Tiruvaiyàru, Tiruppūnturutti, he came to Tiruvalampolil, 
where the Lord appeared in a dream asking why our poet had 
forgotten Malapati.6> Ārūrar had a vision of the youthful beauty 
of the Lord. Our poet reached the northern bank of Kaviri and 
went to worship at Tirumalapati and sang the hymn No. 24, ex- 
claiming, “Who else except yourself shall I think of hereafter??? 
Cekkilar calls this the incomparable hymn of flowers.55 Various 
other temples on both the banks of the river Kāviri were visited 
by Ārūrar. The Saivities of Tiruvanaikka welcomed the poet and 
he sang the hymn No. 75, where he asserted tbat the worshippers 
of the Lord were his Lords. In this hymn the. poet sang of the 
Cola of Urantai, offering his best necklace to the Lord which 
came to adorn the Linga brought in a pot through the Kaviri 
waters, for bathing it. This hymn is described in Periyapuranam 
as the hymn of pure or beautiful words. 


50. H. 66: 2. 55. Ēyar., 70. 

51. Eyar., 63. 55a. Byar., 72. 

52. Byar., 65. 56. Byar., 74. ; 
53. Eyar., 66. 57. H. 75: 7; Ēyar., 76, 77, 
54. H. 94.- : 58. Byar., 76. 
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After worshipping at other temples, Ārūrar reached Tirup- 
pāccilāccirāmam. Ārūrar prayed for money and Cékkilar reminds 
of Arürar's path of friendship. When no money was forthcoming 
from the Lord, he sang the hymn No. 14, wherein with disappoin- 
ted heart, he cried, “If He is not going to shower His grace on 
His servants, if He is not going to give anything, is there no other 
Lord for us?" Periyapurāņam tells us that a heap of money was 
given by the Lord at this place.9 From there, Ārūrar went to 
Tiruppaififili. He sang the hymn No. 36. It represents the 
speeches of the woman who fell in love witn Bhiksátana, the 
beautiful person of the forest. This hymn is called by Cékkilar, 
"the hymn of rare Tamil".€ Inkéymilai and other temples were 
next visited though no hymnsare available for us. Following the 
Kāviri, our poet reached Konkunātu. 


At Pantikkotumuti, on the south bank of Kāviri, he sang the 
famous hymn No. 48, that his tongue would continue to utter the 
Paficaksara even if he were unconscious. This hymn is celebrated 


. by Periyapuranam as the saviour hymn of Purusārtha on the way.9? 


Passing through various temples, he reached Pērūr on the banks 
of the Kafici river. There he saw the vision of the Tillai dance. 
He exclaimed, “What else is there for attaining, after one has 
worshipped this dance of Siva?"s9 Unfortunately there is no 
hymn of this kind available for our study. 


Ārūrar went to Veūicamākkūtal, singing there the hymn No. 
42, describing the Cirrāru, the temple and the city on its bank. 
In this hymn, he asked the Lord whether he would accept him as 
well. 


The Karkuti mountain was visited next 
hymn No. 27 sung there begged of the Lord to 
saying, Fear not’. Periyapuranam speaks of our 
Tiruvāraimērraļi and Tiru Innampar.*4 
the first verse of Tiruppurampayam hym 
states, *We had gone to Āraimērraļi a 


and Ārūrar in the 
encourage him by 
“ut poet worshipping 
This is on the basis of 
n No. 35, where the poet 
nd had come to stay at 
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Innampar and our Lord had not stated anything. Therefore, Oh, 
my heart! let us start for worshipping at Purampayam”. This 
hymn is, according to Periyapurāņam, the hymn of sweet music 
established firmly everywhere 5 At Tiruppurampayam, he was 
welcomed by the Saiva worshippers. Whilst worshipping at many 
temples on the way after leaving Tiruppurampayam, the Lord 
appeared to him in the form of an old Brahmin at Tirukkütalai- 
yàrrür. Arürar enquired of the old Brahmin the way to Mutu- 
kunram and the old Brahmin disappeared saying, “This is the way 
which leads to Kūtalaiyārrūr”.** All were surprised and our poet 
gave expression to his sense of divine wonder in his hymn No. 85, 
where he exclaimed, *I do not understand this wonder of the 
Lord coming this way”. 


After worshipping at the temple at Tirukkūtalaiyārrūr, Ārūrar 
went to Tirumutukunram and sang the hymn 43, the hymn of a 
garland of beautiful words according to Periyapurāņam.*” Ārūrar, 
according to Periyapurāņam, had the intention of getting gold 
from the Lord. The next hymn No. 63 repeatedly praising the 
Lord as Nampi was sung and Periyapurāņam tells us that the 
Lord gave 12,000 gold.$9 Ārūrar requested the Lord for the safe 
transport of this gold, whereupon, the Lord ordered him to throw 
the gold into the Maņimuttāru, for being delivered at the temple 
tank at Tiruvārūr, when he would reach that city." After thus 
assured of the livelihood for his body, Ārūrar thought of the liveli- 
hood for his soul and went on his way to Citamparam. On his 
way, he worshipped various temples including Katampür. At 
Citamparam, he sang the hymn No. 90 praising the vision he had ` 
of the Tillai dance at Pērūr. He gave expression to his bliss at 
the sight of this dance in every one of the verses in this hymn. 


From there he went to the Kokutikkoyil at Tirukkaruppari- 
yalūr, wherein he exclaimed, “How sweet is He unto us when we 
think of Him?” This hymn is described in Periyapurāņam as 
the hymn of Truth and the garland of Tamil.72 
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He sang a hymn at Tiruppaļamaņņippatikkarai.”* Gēkkilār 
describes this as the hymn of praise beyond thought.”* At Tiru- 
valkoliputtir, he sang the hymn No. 57. ‘‘What shall I think of, 
forgetting this precious gem of Valkoliputtür?"—this is the burden 
ofthe hymn. When Ārūrar reached Kanattumullür, he saw a 
vision of the Lord and the poet sang in hymn No. 40, that he had 
seen and worshipped Him there. Cēkkilār describes this as the 


hymn ruling the Heavens and the garland woven of munificent 
Tamil.”5 


At Tiruvetirkolpati, he sang what Periyapurāņam calls 'Citta- 
nilait tiruppatikam'.”$ The hymn No. 7 is, true to its name, 
addressed to the mind, advising it to reach Etirkoļpāti. 


At Vēļvikkuti, he sang hymn No. 18, coupling that place 
with Tirutturutti. Periyapuranam states that Ārūrar worshipped 
Siva as the Lord of the sacrifice.”” In every verse of this hymn, 


the poet exclaims, “Will we not serve Him, if we had known 
Him?” 


Ārūrar returned to Tiruvārūr, worshipping on the way various 
temples. The gold has to be taken delivery at the temple tank 
and according to Periyapurāņam, Ārūrar sang hymn No. 25, which 
is addressed to the Lord of Mutukunram. It begs of the Lord to 
remove the suffering and shower His blessings, in the very pre- 
sence of Paravai. In the 9th verse when the poet sang, **Kütta 
tantaruļāy —'Oh, Dancer, please do give!” It ig said that gold 
appeared and was taken to the house of Paravaiyar,"s 


One day at Tiruvārūr, 


^ he sang” explaing the characteristic 
features of the Lord in the 


form of rhetorical interrogations. 
VI 


Arürar started on another pilgrima 
with his followers. After worshipping 
vārūr, he reached Tirunallaru. He g 


8€ to the various temples 
temples Surrounding Tiru- 
ang H. 68. whi 


ah 8 
much on the pattern of H. 57; but thereso he adeb ue 
as the precious gem, whereas here,8 he addressed the L d. A 
nectar. Cēkkiļār does not mention Specifically this hy ord as the 
mn, 

73. H. 22. à 77. Ēyar., 199 

74. Ēyar., 118. 78. Eyar., 134.39 

75. Eyar., 120. . TD; SE 

76. Eyar., 121. 44. H. 57. 


nne a - https://archive.or: /details/muthulakshmiacademy 
a ronivo.org/Cetallsii 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


THE LIFE OF NAMPI ARORAR—THE TRADITION 75 


At Tirukkatavūr Mayanam Ārūrar sang the famous hymn 

beginning with “Maruvar konrai’’® and addressing the Lord 
*Peria Perumān Atikal’, the Great King.  Gekkilar cslls this 
hymn as the hymn of overflowing music. At Tirukkatavūr 
nearby, H. 28 was sung wherein the poet exclaims, “Where is any 
help for me except yourself?" This pathetic cry makes Cékkilar 
label this hymn, “Maru irat tamil màlai"—'the loving (wet) 
garland of sweet fragrance'.&4 


At Valampuram, Ārūrar sang H. 72, which Cékkilar thinks is 
full of rhythmic words: "Uraiyēcaippatikam” 85 Tiruccāykkātu 
rcceived a hymn from Ārūrar, according to Cēkkilār, which how- 
ever has not reached us.86 


Tiruveņkātu received H. 6, wherein the poet as explained in 
the last verse of the hymn asks a number of questions of the 
Lord's activities. 


Hymn 97 was sung at Nanipalli and Cēkkiļār calls this hymn 
“Narramilin punita naruntotai"—*the fragrant pure garland of 
good Tamil.” In this hymn, the poet referred to Campantar 
being blessed with jiianam.%8 The poem made no request herein 
except stating that the Lord's city is Nanipalli—perhaps this is 
the purity or ‘punitam’ because Tiruvalluvar states, *"l'uymai 
enpatu ava inmai’® ‘purity is the absence of desires’. In verse 
No. 3, the poet described the transcendental and immanent aspect 
of God. 


Ārūrar reached Tiruninriyür and sang hymn No. 65, Cekkilar 
calls this the hymn of beautiful words.% Ārūrar described therein, 
certain stories of God, showering His blessings on His followers 
and stated that these stories had inspired him to take refuge in 


81. H. 68. 
82. H. 53. 
83. Eyar., 145. 
84. Eyar., 146. 
85. Ēyar., 147. 


36. It is possible to interpret Cēkkiļār's verse—Eyar., 148—as referring: 
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the Lord. 


concentrated love melted inwards.’ It is in this hymn that 


Ārūrar gave us the number of songs Appar had sung.? Cēkkiļār 


as a great research scholar mentions specifically this reference in 
his description of this hymn.* There is another hymn?t for this 


- self same temple though it is not mentioned as such by Cekkilar. 
We had already referred to this as belonging to Tiruninra ür of 


Pücalar. 


Tiru Nitür was on the way, but somehow or other our poet 
failed to go there, but something unique in him reminded him of 
the temple and he returned back to worship at that temple. He 
sang hymn No. 56, where the poet exclaims, “Can we leave off 
worshipping our Lord?".  Gékkilar calls this, ““Meypporul van 
tamil mālai”'9%—'the garland of munificent Tamil of truth’ proba- 
bly because of various inspiring descriptions of the Lord in various 
verses of this hymn especially in verses 5 and 8. 


Arürar passed through Tiruppunkūr and reached Tiruk- 
kolakkà where he had a vision of the Lord,*$ and in the hymn 
No. 62 sung there, he spoke of his having the vision ‘Kantu 
konténe’. In the 8th verse, reference is made to Campantar 
receiving the ‘talam’ (cymbal). (Cēkkiļār calls this hymn *Porul- 
mālait tiruppatikam’—‘the divine hymn of a garland of signi- 
ficance'.?" Our poet himself describes this hymn as **Nàtu iranki- 
mun ariyum anneriyāl navinra pattu”'*—these ten expressed in 
the way what the world out of love knows always’,99 


As usual, our poet did not set his foot on the sacred 
precincts of Cīkāļi. He went round the outskirts of the citv and 
was about to reach Tirukkurukāvūr. He was overcome b ni 
and thirst. As though expecting him, the Lord oon eT | Ei 
form of a Brahmin and set up a shed, ‘pantal’, for di n e t 9 
water and food. Our poet could not refuse this nal E i RC 
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retinue and himself were completely refreshed. Whilst they were 
asleep, the Brahmin disappeared. Realising the divine help 
offered, he sang hymn No. 29, which states, "Are you not the 
Lord of Tirukkurukāvūr? I have not realised this. You relieve 
hunger of those who praise you. You have saved my life.” Cék- 
kilàr calls this, “Meyttakaiya Tiruppatikam”!00—ethe hymn of 
truth.’ Ārūrar thereafter went to worship at the temple and sang 
a hymn?! which however has not reached us. After worshipping 
at the temples nearby, he reached Tirukkalippalai, where he sang 
the hymn No. 23. Ārūrar, after worshipping at Citamparam and 
Tiruttinainakar, reached his native place Tirunāvalūr, where the 
Saivities and the residents welcomed him with all their hearts. 
He sang the hymn No. 17, which describes the Lord saving him 
at Tiruvenneinallir. 


From there, he entered Tontai Natu and passed through its 
various temples and cities to reach Tirukkalukkunram. He sang 
there hymn No. 81. Cékkilar calls this, “Pā natum innicaiyin 
tiruppatikam"!? —'the hymn of sweet music sought after by the 
rhythm of the verse) It is not possible for us to explain the 
beauty of the musical compositions which Cékkilar enjoyed so 
much. 


From there Ārūrar reached Tirukkaccūr. His followers and 
himself almost dropped down because of starvation. The Lord, 
it is said, came in the form of a Brahmin, went about begging for 
alms in that city, offered the food to our poet and his followers 
and disappeared.!? Ārūrar sang here hymn No. 41, wherein he 
cried out, “Will not your followers feel miserable at your begging? 
Is this that great Grace of yours?” 


Welcomed by the Saivites of Cofijivaram, Ārūrar entered that 
great city of the Pallavas. Whilst worshipping Tirumérrali, he 
sang the hymn No. 21, where with all his confidence, he exclaim- 
ed that he would worship nobody else but the Lord and that he 
would not have further births or misery. Cēkkiļār calls this: 
“Parar perumait tiruppatikam’’—‘the hymn of the greatness of 
the world.04 
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Hymn No. 5 was sung at Tiruvonakàntan Tali, Kaüci; this 
hymn according to Cekkilàr was sung for getting gold coins from 
the Lord. Periyapurāņam tells us God gave Ārūrar the required 
money. Cēkkiļār justifies this kind of procedure as one born 
of true friendship to the Lord. He calls this hymn as “Kalai 
vilankum yāņarp patikam"!"" —*the hymn of beautiful yield where- 
in shines art.' In this hymn No. 5, we see the poet playing with 
the Lord in a humorous way. Hymn No. 10 was at Anēkatankā- 


vatam which describes the temple as the place where resides the 
Lord of varied activities. 


After worship at all the temples at Cofijivaram, Ārūrār reach- 
ed Tiruvanparttan Panankāttūr, where the poet contemptuously 
rejected the knowledge, the speech and the habit and the support 
of those who did not think or speak or depend on the Lord.1^9 
This richness of divine love makes Cékkilar call this hymn 'Van- 
tamilppatikam’°°—‘the hymn of munificent Tamil’, and Periya- 
purāņam further states that our poet sang this hymn as a good 
musical composition. 


Arürar passed through Tirumārpēru, Tiruvallam and other 
temples on his way to Tirukkāļatti. Another hymn of sweet 
music was sung by our poet at Tirukkalatti,!? which exclaims, I 
cannot praise any one but yourself, my Lord". This is on the 
pattern of hymn No. 21. Gēkkiļār describes this as * Matura 
icaip patikam’’41—‘the hymn of sweet music”. 


There is a hymn for Sri Parvatam?* and another for Tiruk- 
kētāram,!3 but according to Cékkilar these were sung whilst our 
poet was at Tirukkalatti, mentally contemplatin 


g on these two 
great temples of the north.! A 


VII 


Our poet passed through very many tem 


ples nearb O 
ping at every one of these places and he Y worship 


reached Tiruvorriyūr 
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welcomed by the Saivites of the place. He sang there, the hymn 
No. 91, full of love and nectar-like music, as Cēkkiļār describes it 
to have sung as *Kotil amuta icai kiita.’115 


Here is described the episode of Arürar's marriage with Can- 
kiliyār. According to Periyapurāņam, Cankiliyar was the daughter 
of a Vellàla chief Tirufiayiru Kilàr.!5 She felt that she was 
ordained for a Saiva Saint and therefore swooned whenever there 
was a talk of a marriage for her.!” Once it happened that the 
man, who sent his men for arranging the marriage with her, died 
along with the messenger.!? This alarmed the parents. She was 
taken to Tiruvorriyür and was allowed to live in a building. built 
specially for the virgin. She performed her tapas there, weaving 
garlands of flowers to the Lord Tiruvorriyür. Ārūrar, whilst 
he was returning from the temple of Tiruvorriyür saw Cankiliyar 
as a flash of lightning, coming from behind a screen for handing 
over the garland and disappearing once again inside the screen.!!? 
He fell in love with her and resolved to win her with the help of 
Siva. Thé Lord appeared and assured Ārūrar of His help. Šiva 
appeared in the dream of Cankiliyar and pleaded with her on be- 
half of Arürar. The Lord again appeared before Ārūrar and ad- 
vised him to promise Cankiliyar that he would never leave her. 
As such a kind of promise would prevent Ārūrar from visiting 
the various temples, he requested the Lord to disappear from the 
linga, whilst he was to make such a promise and to stay under the 
‘makilam tree’. The Lord agreed but inspired Cankiliyar to insist 
on the promise being made under the self same tree. When the 
day dawned Cankiliyār explained the dream to her companions 
and they all went to the temple and Ārūrar had to make the pro- 
mise under the *makilam' tree. That night the Saivite worship- 
pers were directed by the Lord to arrange for the marriage of 
this couple. The marriage was duly performed and Cankiliyar 
and Arürar were leading a life of happiness. 


But the zephyr came with the *Vasanta' (Spring) season, the 
season of the festival of Tiruvarür, when Paravaiyār used to dance 
before the Lord. Arurar sang according to Periyapuranam the 
hymn No. 51, **How long can I remain separated from my Lord 
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of Tiruvàrür?" which is the burden of the song. He, therefore, 
left Tiruvorriyūr for Tiruvārūr, thus breaking the promise he had 
solemnly made not to leave Cankiliyar. He lost, therefore, his 
eyesight. The poet felt very miserable and the pathetic cry was 
given expression to in the 54th hymn. As Cēkkiļār points out, 
this hymn expresses the horrible experience of blindness, his feel- 
ing of despair and his sense of shame.'? Hymns Nos. 51 and 54 
are praised by Cékkilar for their music—‘Icait tiruppatikam”!?! 
and ‘Nallicaikotu paravi.'!??* The intense love for the Lord of 
Tiruvārūr dragged him on and at ‘Vata Tirumullaivayil’, Arürar 
sang hymn No. 69. There he requested the Lord to remove all 
his intense sufferings. He specifically stated there that the Lord 
had removed his eyesight because of Cankiliyār.!?$ Cékkilar calls 
this ‘Nitiya Patikam'—'the immortal or long hymn.'?* In this 
hymn, the poet refers to Tontaiman in one of the verses.!?5 


At Tiruvenpakkam, the 89th hymn was sung. The poet des- 
cribed his sufferings and begged of the Lord to pardon him. 
Every one of the verses states that the poet asked the Lord whe- 
ther He was in the temple and the Lord replied, “We are here, 
you may go." The penultimate verse informs us that he was 
given a walking stick. This is also praised by Cēkkiļar as ‘Icait 
tiruppatikam”'*” ‘the hymn of music.’ 


From there Ārūrar went to Tiruvālankātu. Without enter 
ing into the city of the great lady saint Kāraikkāl Ammaiyār, he 
sang the hymn No. 52. He regretted having fallen a prey to 
women and expressed his resolve that he would become the slave 
of the servants of the Lord. Cēkkiļār calls this hymn also ‘Icait 
tiruppatikam.'?" After worshipping at Tiruvūral, he reached 
Kafici (Tiruvekampam). There, he got back his left eye. *What 
a great blessing to have this eyesight, to have a vision Gf? die 
Lord of Ēkampam embraced by the Mother”—thus he ieu 
pression to his feelings of joy in his hymn No 61. The hymn 
begins with the description of the Lord as one Who has aM A 
the poison given by the Dēvas. Probably because of this COSE 
feels that Ārūrar must have prayed to the Lord to accept M 
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forgive his sins even as he had accepted the poison.!?8 This eye- 
sight made him think of his Tiruvārūr and he sang the hymn 
No. 83, where he exclaimed, “When am I to reach my Lord at 
Tiruvārūr and see Him with my own eyes?" Gēkkiļār calls this 
“Canta icai??? — ‘the rhythmic music’. 


On his way to Tiruvārūr, he worshipped and sang at Tiru 
Amattir. The hymn begins with the exclamation, “I have seen 
Him! I have seen him!"!3? In the last verse the poet emphasises 
the truth aspect of God. Gēkkilār describes this also as “Icait- 
tiruppatikam.”!31 


Ārūrar crossed Tontainatu and entered the Cēļa territory. 
He offered the Lord his garland of words of flowers!2 at Tirunel- 
vayil Tiruaratturai.3 Our poet himself called this as "Narrami- 
lin mikumālai””!3* — ‘the garland full of good Tamil” He des- 
cribed the ephemeral nature of the world and this hymn is full of 
echoes from Tirukkural and Nālatiyār. He also referred to his 
falling a prey to women. 


Arürar reached the Kaviri in which he bathed and reached 
Tiruvāvatuturai. He cried he had no eye and expressed his physi- 
cal suffering. He exclaimed, “Oh Lord of Devas! There is no 
one but yourself for me. Show pity on me and encourage me by 
saying, ‘Do not fear.'139" This is called, “Inkenakkar uravennum 
Tiruppatikam”'1%6 — ‘the hymn stating that he had no relation— 
a hymn of helplessness.’ 


The poet went to Tirutturutti and prayed for the removal of 
the disease. He was ordered to bathe in the temple tank of 
Tirutturutti and he became whole.!s” He sang there the hymn 
No. 74, where he described the Lord as one who knew the desire 
of his worshippers and one who had removed the disease and sins 


128. Eyar., 286. 
129. Eyar., 291. 
130. H. 45. 

131. Eyar., 293. 
132. Eyar., 294. 


133. H. 3. 
134. H. 3: 10. 
135. H. 70. 


136. Eyar., 296. 
137. Eyar., 298, 299. 


T. 11 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


82 NAMPI ĀRŪRAR'S TEVARAM, HIS LIFE AND AGE 


of those who bathed in the Kāviri. This hymn, Cékkilar calls 
“Corpatikam, sung with seven tunes."138 


Tiruvārūr became visible from a distance but he was feeling 
miserable that he had not secured the sight of the other eye. He 
prostrated himself before the Lord of Tiruvārūrp paravai un 
mantali. He begged of the Lord to save him from miseries and to 
show him the world with his own eyes. Cēkkilār calls this hymn??? 
*Aruntamil" and ‘“Tunka icait tiruppatikam”!4? — ‘the hymn of 
sublime music of rare Tamil’. From there, our saint went to wor- 
ship at Mülattànam, the central shrine of Tiruvārur. On his way 
he met the Saivite worshippers and sang the 'Kaikkilai' hymn 
beginning with "Kurukupāya'!?! thinking of them all as birds to 
go and report his words of love to the Lord feeling himself as the 
love-sick maiden pining for the embrace of the Lord (Kaikkilai- 
écaravu).4? He entered the temple. He begged of the Lord to 
bless him with the other eye.43 Arürar became desperate because 
of his rights as a friend. He exclaimed, ‘Your servants suffer. 
You do not listen to them. You do not restore them their eyes. 
Will you go on living happily?'"9» This is described in Periya- 
purāņam as the hymn of beautiful words — ‘‘Aficor patikam.”!41 


He got back the sight of the other eye and enjoyed the sight of 
the Lord with both the eyes.!tē 


VIII 


But Paravaiyar could not allow Arürar to come near her. 
The Lord Himself had to intervene to pacify Paravaiyār. 


Kalikkāma Nayanar was red with rage against Ārūrar that 
the latter should have sent the Lord as a messenger to a woman. 
Arürar's heart, unable to bear this suffering of a: Saivite saint 
pleaded with the Lord to pacify Kalikkāmar. Kalikkāmar was 


inflicted with chronic dyspepsia (cülai) and the Lord appeared 
before him to advise that the disease was incurable except at the 
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hands of Ārūrar. The Lord also appeared before Ārūrar and 
directed him to go to Kalikkāmar to cure the latter of the disease. 
Kalikkāmar thought that this was adding insult to injury and com- 
mitted suicide rather than bear the infamy of being cured by 
Arürar who had ill-treated his Lord. Ārūrar came to the house 
of Kalikkāmar. Seeing him dead, he drew his sword for putting 
an end to his life when by the Grace of God, Kalikkamar regained 
his life—thus were the two saints brought together and reconciled. 
Both of them went to Tiruppunkir. 


Overcome by this feeling of God’s Grace, Ārūrar sang the 
famous hymn No. 55 at Tiruppunkūr where he recited a number 
of Puranic stories which inspired him to take refuge in the Lord. 
This hymn is based on the pattern of hymn No. 65. In this hymn, 
he refers to Kalikkāmar as ityark6n. Both of them went to Tiru- 
vārūr to worship at the temple and after sometimes Kalikkamar 
returned home. 


IX 


At about this time Céramaaperumal was chosen the king of 
the Cēras after Genkērporaiyan's death. At the close of his daily 
worship, it is said, he used to hear the jingling of the anklet of 
the Lord of Dance.!t$ One day, he failed to hear this sound and 
he was very much upset. He was about to cut off his own 
head when the usual sound came to be heard with the explanation 
of the Lord that the dealy was due to the Lord listening to the 
hymns sung by Ārūrar at Citamparam.48 The Céra king at once 
resolved to go on a pilgrimage to Citamparam and to pay hisres- 
pects to Ārūrar. He composed his ‘Ponvannattantati after 
having a vision of the dance at Citamparam'% and from there he 
went to Tiruvārūr*! It was at this time that Arürar had gone 
to Nākai to sing the hymn No. 46, wherein he begged of the Lord 
to give him ornaments, unguents, varieties of dress, gold, horse, 
dirk (curika) and silk. He had his desires fulfilled and returned 
to Tiruvārūr just in time to welcome the Cera king. Ārūrar came 
to be known as the friend of Cēramān. Both these saints spent a 
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few days at Tiruvārūr, Céraman being the honoured guest of 
Arürar Paravaiyār's in house. 


Our poet started on a pilgrimage to the Pāņdya country along 
with Céraman.!5! After worshipping at Kilvélur, Nakai and other 
places, they reached Tirumaraikkātu or Vēdāranyam.'5* Hymn 
No. 71 was sung by Ārūrar at that place and Ceramàn recited the 
verses in his Antāti relating to the temple.!9 They worshipped at 
Akattiyanpalli, and at the temple of Tirukkētikkuļakar, Ārūrar 
sang hymn No. 32, wherein he referred to the Lord residing there 
with Kāli or Katukilal. After worshipping at many temples in the 
Cēla territory, they entered the Pandya country. They reached 
Maturai after worshipping at Tirupputtür!**, The Cēla king was 
then the guest of the Pandya, the former being the son-in-law of 
the latter. The three ancient kings of Tamil land, the Pāņdya, the 
Cēra and the Cola met at Maturai to worship the Lord Siva there. 
Nampi Ārūrar had a royal reception at Maturai. The three kings 
and himself went to Tiruppüvanam and on sighting the temple 
Arürar sang the hymn No. 11.1% They returned back to Maturai 
to go once again on a pilgrimage to Tiru Appanür and Tiru 
Ētakam.!6$ On their return they went to Tirupparankunram 
where Arürar sang, as he himself mentions in the last verse of the 
hymn, in the presence of the three ancient kings of the Tamil 
land.!ē? This hymn is described in Periyapurāņam as the ‘garland 
of munificent Tamil of sweet music'55 In that hymn, the poet 
exclaimed that he was afraid of serving the Lord aright and 
Periyapurāņam states that after hearing this hymn, the three 


kings were so overpowered by their sense of reverence that they 
fell at the feet of our saint.15? 


From there, Ārūrar, along with the Cēra king left Maturai. 
They went and worshipped at Kurrālam! where our poet is said 
to have sung a hymn which unfortunately is not now in existence. 
Tirunelvēli and Ramēšvaram were by their visit. Periyapurāņam 
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states that from there Ārūrar sang the hymn No. 80 in honour of 
Tirukkéticcuram in Ceylon. This hymn is described in Periya- 
puranam as ‘the hymn of a word-garland’. They turned back and 
visited Tirucculiyal where Ārūrar sang hymn No. 82. This hymn 
according to Periyapurāņam is a flower of poetry.!$? Whilst our 
poet was asleep in that place, the Lord appeared in his dream in 
the form of a youth and stated that His place was Kānappēr. 
Next day, Céraman and Ārūrar started for that place and on their 
way our poet sang the hymn No. 84, the hymn of words,1®3 where- 
in he pined for the sight of the Lord of Kanappér. Tiruppuna- 
vāyil was next visited and hymn No. 50 wassung. Tiruppātāļīc- 
curam at Pampanimanakar!9? in the Cola Country was next wor- 
shipped on their way to Tiruvārūr. Hymn No. 8 was now sung 
at Tiruvārūr. Gēkkiļār calls this “the hymn of regret”.!4 where 
the poet in a penitent mood gave utterance to his feeling of dis- 
gust of life and exclaimed that he no longer wanted this birth. 


The Céra king invited Nampi Arürar to his capital and 
from there both of them started on a pilgrimage to the tem- 
plesin the Géra country. They worshipped at the various temples 
on the southern bank of Kāviri. When they came out of the 
temple at Tirukkantiyür,!95 Tiruvaiyāru was seen on the other side. 
When they started to cross the river the Kaviri was in high flood.166 
Nampi Ārūrar sang hymn No. 77 addressing the Lord of Tiruvai- 
yàru, and the Kāviri stopped flowing for some time allowing them 
to cross the river on its bed of sand.” ‘This is alluded in Periy- 
apurāņam as ‘the hymn of known greatness’.16 They reached 
finally Tiruvaficaikkalam, the Cēra capital, where Ārūrar sang the 
hymn No. 44. Our poet stayed there as the honoured guest of the 
Cēra king for some time but he was soon reminded of Tiruvārūr 
and he sang hymn No. 59, exclaiming, "Is it possible to forget 
the Lord of Arar??? with an unwilling heart, the Cera king had to 
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- bid good-bye and he sent Ārūrar along with his Royal gifts. Ac- 


cording to Periyapurāņam, the Bhūtas of Siva robbed Ārūrar of 
all those gifts waylaying him in the form of highway robbers, to 
remind him that he should not receive any gifts except from 
Him.'9 The poet went to Tirumurukanpünti and sang the hymn 
No. 49 wherein he asked the Lord why he was in that place pest- 
ed by highway robbers.!'? Periyapuranam calls the hymn as ‘the 
hymn of beautiful words’. Cēkkiļār informs us that all the gifts 


were restored in front of the temple and Arürar reached Tiruva - 
rūr.!?2 


After a few days our poet was reminded of his good friend, 
the Cēra king, and he started on his journey to the Cera capital.!73 
Whilst going through the Konku Country according to Periya- 
purāņam, he heard at Tiruppukkoliyür, the mournings of a Brah- 
min family reminded of the loss of their child which was drown- 
ed 16 years back, a child which had played with another child 
which was being initiated into his religion (upanayanam) on the 
day of the visit of Arürar. Arürar sang hymn No. 92 and made the 
crocodile, which had swallowed the child, bring the child back. 
The child was restored to theparents. This news reached the ears 
of the Cēra king and the king gave a fitting receptionto this great 
Saint of miracles. On this occasion, one day he sang hymn No. 
4 addressed to the Father of Tiruvaücaikkalam. This hymn is 
described in Periyapuranam as ‘the garland of Tamil'.!^ Accord- 
ing to Periyapuranam, the idea behind this hymn is that the fet- 
ters of his body should be removed. The Lord sent the white 
elephant to bring Ārūrar to Kailas. The Cēra king followed him 
on a horse. On his way to Kailas, according to Periyapurāņam, 


Nampi Ārūrar sang hymn No. 100, ‘the garland of Tamil’175 and 
reached Kailas to remain there and serve the Lord as of old 
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CHAPTER VI 
LIFE OF ĀRŪRAR — EXAMINED 
I d 


The story as given in Periyapurāņam may now be examined 
with the help of the references from Àrürar's hymns, i.e., Cunta- 
rar l'évàram. As already pointed out, the name Cuntarar is not 
given by Cékkilar when describing our poct's life in this world in 
the various carukkams. He describes our Saint as Nampi Ārūrar 
or Vantontar or Tampiràn Tolar. The last term has to be explai- 
ned at some length later on. The other names are found used 
by our poet himself: Ārūrar!, Nampi? and Vantontan?. 


The statement that our Saint was born at Tirunāvalūr to 
Cataiyavar and Icai ñāniyār and that he was brought up by Nara- 
cinkamunai araiyar is borne out by references found in Arürar's 
Tévaram. He calls himself the son of Icai fianiyar* or Cataiyanar.* 


He describes Nāvalūr as the city of the Lord, as his own city 
and the city where Naracinkamunai araiyar lovingly serves the 
Lord.5 In various places, our poet refers to Navalür as his native 
place.” Nāvalūr is probably named after the ‘Naval tree’.® ES 
Therefore, the terms ‘Naval Arüran should be interpreted as CE 
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‘Oran of naval’ or Tirunāvalūr'.* We find the expressions Nāvalar 
kon, Nàvalar mannan, Nāvalar véntan or Nāvalar komàn in some 
verses!’ and these also should be interpreted as the chief of the 
people of the place of Naval or Nāvalūr. There is an underlying 
pun in these terms which suggest the idea of our poet being the 
chief of the orators or the great men of the tongue, ‘Na’ mean- 
ing, tongue, and ‘Kén’, ‘Mannan’ and ‘Koman’ meaning ‘king’ or 
‘chief’. 


Our Saint’s name is Nampi Ārūrar according to Periyapura- 
nam. That is also according to the same source, the name of his 
grand-father. Our poet calls himself Arüran Nampi. Nampiis 
a title; Ārūraņ alone remains to be explained. This is not a name 
which our poet earned because of his residence in Tiruvārūr. It 
is a proper name; our Saint was named after the Lord of Tiru- 
vārūr as he himself had explained.?? 


Arüran is shortened into ‘Uran’ in some places. 
II 


The first incident described by Cékkilar in the life of our 
Saintis the appearance of the Lord as an old man with the old 
cadjan leaf document to claim back our poet as His hereditary 
slave. Hymn l which is said to have been sung on the occasion 
of our Saint realizing that the old Brahmin who had come to re- 
claim him was Siva Himself, does not give any details about this 
incident except for the chorus of an explanation, *I have become 
your slave. Can I now say ‘no’?” After all, this may refer to 
the eternal relationship between the soul and the Lord. Hymn 
17 gives some more particulars about this incident. That hymn 
states that our poet was saved by the Lord accepting him at 
Tiruvenneinallir. "Thisis referred to in all the verses of this 
hymn. The second verse therein refers to the assembly where 
the poet was saved and where the poet spoke harsh A which 
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brought him the reputation of being a 'Vantontan'. This isa 
hymn which consists of 11 verses and it was pointed out that this 
verse might be argued as being an interpolation. The old cadjan 
leaf document above referred to is mentioned as ‘Avanam’. This 
*Avanam' is referred to in other hymns as well. It might be that 
there was actually an old document of slavery and the old man, 
perhaps a Guru of Ārūrar utilized that old document to save him 
by creating the required feeling of spirituality in our poet. 


‘Avanam’ means a cadjan leaf document as referred to above 
and itis one of the basis of the reference to avanam that the 
story of the Lord coming to save Ārūrar must have been built. 
The real difficulty about this kind of interpretation is that a 
similar term like ‘Avanam kontemai yànta' is found in Campantar 
and in Appar also.!5 The phrase would, therefore, mean nothing 


more than emphasizing the relationship between the soul and the 
Lord. 


The verse 2 in hymn 95 of Ārūrar seems to go against the 
literal interpretation of this story: 'Virrukkolvir orriyallen virum- 
piyātpattēn* where our poet says that he of his own accord came 
to serve the Lord and not because of any compulsory legal rela- 
tionship, like mortgage. 


That our poet had some divine vision and a spiritual experi- 
ence resulting in his conversion at Tiruvenneinallür seems to be 
clear and an old Brahmin of a Guru must have played an impor- 
tant part in bringing about this spiritual conversion. The spiri- 
tual Guru is always looked upon by Saivites as no other than 
Siva Himself. 


The second hymn sung by Ārūrar is hymn 13 and therein 
naturally he prayed for a life of sacrifice after this sudden con- 


version. 


III 


The next incident is what may be called the ‘Tiruvati diksa’ 
ie., the Lord coming in the form of an old man whilst our poet 
was asleep and placing his feet on the poet's head. It is the 
established practice among the Saivites to look upon the spiritual 
preceptor as the very incarnation of God. There is nothing 


14.. 5: 10; 28: 5; 62: 5; 68: 6. 
15. Campantar: 1: 116: 3; 2: 81: 10; 3: 16: 4; Appar 6: 124: 3; 6: 125: 3. 
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improbable in an old Brahmin, possibly, the one who brought 
about the poet's conversion coming and sleeping at the place 
where the poet slept at Tiruvatikai and trying to place his feet on 
the poet’s head, only to walk away quietly without any notice 
after the event. But, there are not clear statements about this in 
this hymn No. 38. The first verse states that the poet is living in 
the hope that the Lord will come and place His feet on his head. 
The last verse describes the Lord as the great lover whom the 
poet had addressed without proper regard. Every one of these 
verses ends with an exclamation, “Would I slight Him even for a 
second?" It is on the basis of these references that the story of 
the incident stands. There is not the slightest doubt that the 
poet had undergone some kind of spiritual experience at the end 


of which he realized that he could not slight Him even for a 
second. 


IV 


The next turning point is the’ experience of the divine dance 
at Citamparam and his hearing there a voice from the Heavens 
ordering the poet to go over to Tiruvirür. As already hinted, no 
hymn, sung after the vision of the dance, is available for our 
study. As for the hearing of the voice, we must remember our 
poet was living in an age when people were living in an atmos- 
phere of visions and divine voices seen and heard by spiritually 
minded people. What Dr. Eliot says of Dante is true of Ārūrar as 
well: “It belongs to the world of what I call the high dream and 
the modern world seems capable only of the low dream. Dante’s 
is a visual imagination. It is a visual imagination in a different 
sense from that of a modern painter of still life. It is visual in 
the sense that he lived in an age in which man still saw visions. 
It was a psychological habit, the trick of which we have forgot- 
ten, but as good as any of our own. We have nothing but pre 
and we have forgotten that seeing a Vision, a practice now rele- 
gated to the aberrant and the uneducated, was once a 
significant, interesting and disciplined king of chron 3 more 

Every Saivite looks upon the sight of Kailas as the be-all and 
end-all of his life. The story of Appar going on his pileri 
Mount Kailas and God ordering him to return to a ēdi 
have a vision of Kailas is significant, -Iruvaiyàru to 
vision of Kailas at Kalumalam, Et Arürar had the 
rding to Periyapu- 
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ranam.!® ‘Though the word Kailas does not occur in the hymn, 
it represents a vision which the poet had. In verse 3, he spoke 
of a dream of the Lord and his disappointment after waking up 
from the sleep. Thereafter came the vision. Verse 4 shows the 
result. The poet was sure, that would never be born, that he 
would reach Him. His quest after the Lord was spoken of in verse 
5. His mind no longer went on the multifarious paths. It now 
went in search of the Lord and nothing else. He prayed for the 
Lord with all his love and his whole body was full of bliss and 
then came the vision." A net was spread out for catching a hare 
and a great elephant of a God fell into it.18 The verse 9, speaks 
of the people who have a clear vision of the Védas remaining at 
home and of some delusion where the pond and its bank along 
with a bath therein appear like a great fact. The poet exclaimed 
that he had not realized the impropriety of believing in this delu- 
sion as truth. Then came the vision. The poet stated that the 
Lord was attained by those who bitterly wept for the past and 
repented.!? 


On reaching Tiruvārūr, it is said he had addressed hymn 73 
to the worshippers of Siva asking them whether Siva would accept 
him as his servant. The poet was conscious of his power of con- 
centration on God and he spoke of his shoulders as those embrac- 
ed by the God of Wealth, a fitting description of the bride-groom 
of Paravai. 


In two other places also, our poet is said to have had a vision 
of God. Whilst he was sleeping at Tirucculiyal, he had the vision 
of the Lord of Tirukkānappēr in a form which was not found any- 
where else and in that dream the poet was told that it was the 
form of Tirukkanapper.? Hymn 84 said to have been sung at this 
time exclaims, "When am I to reach this Lord of Kanapper?" It 
is said that the Lord appeared in the form of a youth and in this 
hymn the poet addresses the Lord as *Kalai' or the youth. This 
hymn describes the beautiful personal appearance of the youth 
and in the last verse the poet speaks of the youth and there is the 
reference to the poet’s contemplation of the form. Verse 6 speaks 
of his pining for the sight of the Lord and the Lord showering 


His blessings on him. 


16. H: 58. 19. V. 10 
17. V. 6. 20. Periya., Kaļarir: 112, 113, 
18. V. 7. 
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From Tiruppurampayam, Ārūrar, whilst going on his way to 
Tirumutukunram asked of a Brahmin coming on the road, the 
way to Tirumutukunram. The Brahmin replied that that was the 
way to Tirukkūtalaiyārrur, a place which Ārūrar never thought 
of. Inhymn 85 sung at Tirukkūtalaiyārrūr, Ārūrar expressed his 
feeling of wonder “I have not understood this wonderful miracle 
of the Lord coming this way." This may be due to some spiri- 
tual experience the poet had or to the poet thinking of the Brah- 
min who had reminded about this temple as none other than the 
Lord Himself as stated in the Purāņa. But the hymn refers to the 
Lord going that way with the Mother Goddess and surrounded 
by Devas and Bhütas: these references make it a vision. 


At Tirukkanattumullir also, it is said, our poet had a vision 
of the Lord and the hymn No. 40 states that he had seen Him 
and worshipped Him there. Wherever the word ‘kantu’ is used 
by our poet, Cékkilar explains it as a vision seen by the poet. In 
hymn 62 sung at Tirukkēlakkā, the poet exclaims: *I have seen 
him at Kolakka" and Cékkilar states that the Lord appeared be- 
fore our poet in that sacred place. 


It is said that the poet was going to worship at Tiruvārūr 
temple as usual after his marriage with Paravaiyār and our poet 
mentally prayed to the Lord for becoming a servant of the con- 
gregation of Saivites assembled at Tēvāciriya maņtapam. Accord- 
ing to Periyapurāņam, the Lord appeared before him, made him 
realize the greatness of this congregation and ordered him to sing, 
starting the first half of the line with "Tillai vāl antaņartam 
atiyarkkum atiyen." There is nothing in hymn 39, the M 
Tiruttontattokai referring to the vision but this hymn refers to a 


vision of the congregation whose significance one has to study 
separately. 
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and accepted him as his servant giving him Paravai of the be- 
autiful eyes. 


The mystics waver for some time through two contradictory 
experiences of exhilaration and depression. When the idea of 
God's Grace is uppermost in their mind they are so full of divine 
bliss that they lcok upon every event of life as having been 
brought out by the Lord and then they exclaim that they can 
never be separated from Him. But the world around them soon 
drags them down and they undergo experience of the dark cham- 
ber, feeling almost separated from the Lord. In a spirit of self- 
condemnation, they exaggerate all their drawbacks into heinous 
crimes. Ārūrar was no exception to this rule. In hymn 51, he 
felt that Paravai and Cankili were the ennobling gifts of God.2! 
In hymn 52 and 60, he condemned himself as forgetting the Lord 
because of his intoxication with passion for women.?? 


The other incidents of his life with Paravai may also be con- 
veniently dealt with at this stage. We are told that at the ins- 
tance of Kuntaiyür Kilar, a great heap of paddy appeared as a 
gift from the God and that Arürar sang hymn 20 as a result of 
which the Bhütas transported the mountain of paddy to Tiruvarür. 
Hymn 20 explains Paravaiyar's pang of hunger,? and requests 
the Lord to give him servants to transport the paddy which the 
poet got at Kuņtaiyūr.** This hymn only proves that Arürar had 
no separate existence of his own, always identifying all the details 
of his life with the even flow of God's Grace. It is in this light 
that we must understand his request for labourers. 


Arürar must have obtained the labourers for transporting the 
heap of grains and the story of the Bhütas removing them to 
Tiruvārūr may be interpreted by those who do not believe in 
miracles as a poetic way of stating this truth by the astonished 
public. 


VI 


Gold was required for running the family and in addition, 
Arürar had to feed his followers and other visitors to Tiruvarür on 
important festivals like Pankuni Uttiram. As already explained, 
whatever he got, he deemed as the gift from God. In hymn 45, 
he described God as that great lightning which showers gold on 
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him thereby allowing him not to leave the Lord.” According to 
Periyapurāņam,25 Ārūrar found, on waking up from sleep at Puka- 
lūr, the bricks turned into gold. There is no specific reference to 
this miracle in the Tiruppukalür hymn,” where the poet address- 
ed his colleagues not to sing of men but of God who would give 
them food and clothes in this birth and make them rulers of the 
Sivalēkam in their next birth. Probably the tradition which 
Periyapuranam describes grew out of the feeling that this hymn 
was born out of the joy at the transformation of the bricks or any 
gift from the God which inspired the poet to address the hymn 
to other poets, hankering after gold, and knocking at the door of 
mean minded human beings. The miracle of the bricks may be 
explained away by the people who do not believe in miracles as 
gifts from a patron who chose to remain in-cognito for fear of 
Arürar refusing to accept any gifts from any human hand and 
that this fear it was which drove that patron to place the gold he 
offered in the form of bricks. 


At Tiruvilimilalai?? the poet referred to the Lord giving gold 
coins probably to Appar and Campantar and wound up the hymn 
with a request that he might also be so blessed.2® It is rather 
curious that on this basis no tradition was built up to say that 
here also Ārūrar was given gold. 


Periyapurāņam tells us that at Tiruppāccilāccirāmam Ārūrar 
prayed for gold and sang the hymn No. 14 in great disappoint- 
ment. Verse No. 4 therein exclaims: “Is there no other Lord 
but Himself if He does not give us anything?” In verse No. 9 
he mourns: “If He will not forgive our mistakes and give us a - 
thing, is there no other Lord?" Probably on the bass of kkā 
statement, this story must have been built. But if we anal 
the other verses, we find the hymn expressing the Para oF yse 
tion from the Lord. “Whatever we may say, if m separa- 
get away from us in the twinkling of an MN ae s going to 
Lord?” “If He does not love us and if H reno other 
is there no other Lord?"?! “If He pretends 
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He talks big and does but little things or makes us suffer,is there 
no other Lord?"?3 “If He will not pardon our talk, is there no 
other Lord?”%4 In this feeling of despair, may be involved a 
feeling of financial strain; for as already pointed out, the poet 
depended on the Lord for everything in this world and the 
other. 


At Tirumutukunram, hymn No. 63 was sung according to Peri- 
yapuranam with the intention of getting gold from God and we 
are told Ārūrar got 12,000 gold coins which were thrown out into 
the river Maņimuttāru to be taken out at the temple tank at 
Tiruvārūr. There is no specific reference to this hymn or in hymn 
No. 43, (but unfortunately the last two lines of the 10th verse of 
hymn No. 63 are missing), unless we interpret the references 
herein as the blessings the Lord showered on His followers as in- 
directly suggesting this very gift. It is hymn No. 25 according to 
Periyapuranam especially the verse No. 9 therein that made the 
gold come out of the tank. Nor is this hymn clear about the 
miracle. This hymn addresses the Lord as the Lord of Mutu- 
kunram and it is this hymn which refers to the gift of gold to the 
poet? "This hymn must be, therefore, the basis for the story of 
Ārūrar getting gold from God at Mutukunram. When the hymn 
is specifically mentioning Mutukunram in every one of its verses 
it is not clear why it is stated to have been sung at Tiruvarir. 
The Tévaram editions give this as a Tirumutukunram hymn. 
Every one of the verses in this hymn requests God to shower His 
blessings so that the poet’s misery may be destroyed in the presence 
of Paravai, who was suffering for want of wealth. The 3, 5, 6, 8 
and 9 beg of the Lord to give, the word used being is ‘tantarulay’. 
It is not clear whether the words ‘cemponai’ *tantaruļi** are to 
go with the finite verb *arulir". Because of the reference to the 
presence of Paravai, it must have been thought that this hymn 
could have been sung at Tiruvārūr at the place of the residence 
of Paravaiyār, under the impression that women like Paravaiyar 
could not have followed Ārūrar on his pilgrimage. In this view of 
things verse No. 2 has to be interpreted as asking the Lord to give 
in the presence of Paravaiyar, the gold which the Lord offered 
already at Tirumutukunram. But the hymn, as it stands, seems 
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to suggest that Paravai must have accompanied Nambi Ārūrar 
when he begged for gold for her sake at Mutukuņram. 


In all cases of miracles one has to differentiate between what 
even the sceptic will believe from what the believers alone could 
accept as true. As matters stand at present, miracles are beyond 
modern science. As Alexis Carrel has pointed out, science cannot 
disprove them. It is open to the believer to accept thc miracles 
described in Periyapurāņam as historical facts. But in so far as 
scepticism continues in the world, it is also necessary for us to 
point out what is beyond any cavil. It is in this light these expla- 
nations are offered especially to those who are not orthodox 
Saivites to whom a belief in Saivite miracles may not be possible. 


Therefore, these remarks ought not to be understood as any 
denial of these miracles. 


During his travel through the Tontai Natu, before he married 
Cankiliyar, our poet sang hymn 5 at a temple in Kāīci. After his 
desertion of Cankiliyar also, he has come to Kàüci to sing another 
hymn. This latter hymn has to be distinguished from the other 
hymn of Kaficipuram. It is because of this, Cékkilar takes the 
former hymn to have been sung before and the latter after the 
desertion. There is not a whisper about his losing the eye or 
undergoing any suffering in the former hymn. This hymn 5 is 
addressed to the Lord of Tiruvonakantantali. The first verse states 
that if Saivites worship Him with ghee, milk and curds, they will 
have mercy from their Lord and that they have only to rely upon 
His feet. Verse 3 asks, “In lean years can we mortagage you and 
eat?" Verse 7 exclaims, “You give nothing. You say nothing”. 
Verse 9 enquires, What can your servants get from on™ 
Because of these references, the hymn has been taken to ave 
been sung with the intention of getting gold. If this were so, it 
must have been for the sake of other Saivite worshi i 
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6 and 9 justify this kind of interpretation and the remarks of th 
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with ghee. In verse 5, he demands these things to be given from 
the treasury (Paņtāram) perhaps the temple treasury. If this 
interpretation is correct the temple treasury must have given him 
all that he prayed for. Verse 8 demands one third of that great 
treasure which was deposited inside Ārūr. It is not clear what 
the poet was referring to. Could it be that he was demanding a 
share of the wealth which the poet had amassed for the Ārūr 
temple? In verse 10, the poet says that the Lord accepted him 
as His servant or slave with the promise that He would give him 
great wealth and that now Nampi Arirar would not be deceived. 
He even threatened in verse 9, ‘to sit dhāraņā” or offer satyagraha 
for getting the livelihood from his Lord. 


The last place where he is said to have received gold is at 
Tiruvaūcaikkaļam and that from the hands of the Céra king 
Céraman Perumal. There is no specific reference to this gift in 
any other verse of Nampi Ārūrar. According to Periyapuranam, 
this gold was robbed by the Bhitas in the form of the hunters of 
Tirumurukaņpūņti.?” Hymn 49 sung at this place refers to the 
highway robbers and asks of the Lord why he stays there in the 
midst of the cruel hunters who knock away even the clothes. 
There is no reference here to the poet himself having been robbed 
of his gold. These poor hunters clothed in rags, the cruel and 
hard hearted, living on cows are accused of nothing but snatching 
away the clothes which probably they were badly in need of.38 


In conclusion, it may be stated that though all the stories of 
the gift of gold are not conclusively proved by internal evidences, 
the prayer of gold especially in Nakappattinam hymn 46, goes to 
justify the traditional statement that Ārūrar always looked to God 
for the wherewithal of his life and that he looked upon whatever 
he received from any source whatsoever as direct gifts from God. 


VII 


The most important incident of Arürar's life from more than 
one point of view is the episode of his love for Cankiliyar. To 
justify this second marriage, the story of his previous birth at 
Kailas where he fell in love with two damsels is referred to. Some 
of the modern critics, as already stated do not accept this portion 
of Periyapuranam giving this story as coming from the pen of 
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Cēkkilār. Questions of previous births are much more beyond 
scientific study than even miracles. Therefore, no useful purpose 
will be served in discussing this topic. Polygamy was not unknown 
to the age of Ārūrar and we need not go beyond this custom. 


The story about God intervening and suggesting to Cankili- 
yar that she must demand of Ārūrar a promise of non-desertion 
under the ‘makilam tree’ rather than inside the temple, is on the 
basis of verse 9 in the 89th hymn. It has already been pointed 
out that some may argue that this verse may be apocryphal 
though this must have been in existence at the time of Gēkkilār. 
That Nampi Ārūrar lived with Cankiliyar as man and wife is pro- 
ved by various references in his own hymns and as is the charac- 
teristic feature in Nampi’s life, he honestly believed that he was 
inspired by God even in this love affair. He looked upon Canki- 
liyār as the gift of God.ša In the Nakappattinam hymn he speaks 
of God as the connecting link of Cankiliyar with himself.59 


At Tiruvamattir, he gave expression to the divine bliss and 
in verse 4, stated that he went to Tiruvorriyir and embraced 
Cankili and that was the Grace of the Lord of Àmàáttür. In 
hymn 51, verse 11, our poet couples the gift of nectar to the 
Dévas along with the gift of Cankili to himself. 


Cankili is mentioned in hymns 54: 2 and 69: 3. These two 
references give us the further developments of the story of Cankili. 
He must have promised Cankili that he would never leave her, in 
a moment of his love for Cankili forgetting his own nature and 
mission in life. His worship consisted in the outpourings of his 
heart in the beautiful hymns he sang from temple to temple, in 
the company of worshippers who followed him wherever he went. 
It is this life of song and service that represented to our poet the 
highest conceptions of bhakti and ‘atimai’. To be taas iu 
Tiruvorriyūr almost like a sick patient, must have been unbeara- 
ble to this spirit of worship and service. There was M beca 
attachment to Tiruvārūr as far as this poet was SONO E 
is revealed by the various hymns he had sun DECUS 
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«Will He accept my services and bless me?”43 “How long shall 
I be separated from Him?"*^ “I am afraid of the wordly plea- 
sures".5 In one hymn he sang of sending birds as envoys of love 
to the Lord of Tiruvarar.4* According to Periyapurāņam, it has 
already been seen, our poet heard a voice at Citamparam calling 
upon him to go over to Tiruvārūr—a tradition which emphasizes 
the special attachment of Ārūrar to Tiruvārūr. There was also 
Paravai at Tiruvārūr and this also must have made the place un- 
forgettable. In hymn 59, verse 11, he speaks of the Lord of Ārūr 
who cannot be forgotten because of the damsel. The damsel, it 
is true, may be interpreted to mean the Mother Goddess; God of 
Ārūr cannot be forgotten because of the Mother Goddess who 
represents to the Saivites the most important aspect of Lord’s 
Grace. Periyapuranam tells us that whilst at Tiruvorriyür he 
thought of Tiruvārūr and sang hymn 51; this thought must have 
sent Ārūrar on his journey to Tiruvārur. The promise he had 
given to Cankili must have come to his mind and he probably 
was overcome by a feeling of criminal desertion. He sings as, 
*CGankiliyo tenaip puņartta tattuvanai-c-calakkanén enkulakka-p 
pirintirukkēn ennārūr iraivanaiyé?’’4”? This shows his moral sensiti- 
veness which made him sing elsewhere that he had not committed 
any mistake—*'Kurram onrum ceytatillai kottai akkinir’’.48 


On his starting to leave Tiruvorriyūr, according to Periya- 
puranam, he became blind. He got one eyesight at Kaficipuram 
and the other at Tiruvārūr. Modern psychology will explain this 
away as the blindness that has been brought on by the poet’s 
feeling of sin and cured by his feeling of holiness or trust in God. 
However much this may be explained away, the fact of the poet’s 
greatness, feeling such an amount of remorse as to become blind 
and to rely so much on God as to become cured of blindness, 
stands before us to be considered with reverence and awe. This 
is probably the significance of the yogic path, our poet has follow- 
ed, the path of friendship as a path of salvation unless purified 
by such incident as this, will become a path of passion. It is 
this incident which proves that the path of God is not a path of 
licence, but a path of morals. 


43. H. 73. 46. H. 37. 
44. H. 51. 47. 51: 11. 
45. H. 8. 48. 95: 2. 
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Hymn 54, verse 1 begs of the Lord for some medicine for 
the eyes. Verse 2 cries in despair, "What shall I do for the love 
of Cankili and how shall I explain even if I am a liar? I shall 
do nothing wrong to the holy feet even if I go wrong. I had 
agreed to accept willingly all you do”. The hymn is very expres- 
sive of the sufferings of blindness and even a casual reader will 
not fail to note ths ring of seriousness of personal suffering. The 
poet cries, “I cannot bear to be dragged in haste like a dog 
tethered to a stick.’49 “I am getting lost in hell even in this very 
birth.’ “How ean I live without eyes in my face, O! Lord of 
the three eyes!’’5! The suffering is as unbearable as when Saturn 
enters the constellation Makham and the poet addresses the Lord 
Himself as Saturn.? Hymn 69 sung at Tirumullaivāyil describes 
the Lord as the great one who had deprived his eyes because of 
Cankili and begs of the Lord to remove his sufferings at Tiru- 
venpakkam.®4. He again referred to the Lord depriving his eyes 
of their sight. He spoke of the cataract (patalam in the eye). 
He pleaded for pardon for his wrongs.®® He stated, “I exclaimed 
‘Are you here?’ and God replied, “We are here; you go'."5?? He 
spoke of the Lord giving him Cankili5 In this place he had 
received a walking stick to which he had made a reference in 
verse 10. But -when he went to Tiruvalankatu, he was so over- 
powered by his feeling of sin that he condemned himself as one 
who had become a prey to women.? We had already pointed out 
that there was no real contradiction. At Tiruvēkampam in hymn 
61, there is a cry of joy: “Ah! what a great thing! I have reeeived 
my eyesight, to have the sight of this Lord worshipped by the 
Mother Goddess.’ From this it must be assumed that he had 

been restored at Kāfcipuram only the sight of one eye. But at 
Tiruvavatuturai®™ the poet speaks of his being without eyesight.*2 
Should we take this to have been sung before he reached Kāūci? 
At Tiruvārūr in hymn 95, he speaks on behalf of all 


crying in despair, “If they come and worshippers 


if they do not see and you 


49. V. 5. 56. 89: 3, 

50. V. 6. 57. H. 89: 1-10, 
51. V. 9. 58. 89: 10. 

52. V. 9. 59. 52: 4, 

53. V, 3. 60. v. i 

54. H. 89. : 61. H. 70. 
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do not listen to them, then you alone may go on living happily.'*63 
In the second verse, he spoke of ‘marraikkan’, the other eye. It 
is this which has suggested the story of getting one eyesight at 
Kāīcipuram and the other at Tiruvārūr. In V. 7, he accused the 
Lord of the deprival of the eye. Therefore, it is clear that till he 
came back to Tiruvārūr, he did not recover his eyesight comple- 
tely. It was seen that the poet was speaking of a cataract of the 
eye*! and curiously enough some would say that hc begged the 
Lord to give him spectacles (Kampinotu néttirankal) at Nakap- 
pattinam;® even after he was cured of blindness.he must have 
felt the necessity for spectacles. Should one argue that this was 
also sung before he got the eyesight? There is also the further 
question whether spectacles were in existence in that age. But as 
*kampu' and ‘néttiram’ are only varieties of dresses, this kind of 
interpretation of begging for spectacles in his age has no place 
at all. 


All the poems which he sang when he was blind are full of 
poetic emotion. As music is considered to be the proper langu- 
age of emotion, Cēkkilār always refers to these verses by empha- 
sising their musical aspect. According to the tradition, Ārūrar 
never went back to Cankili but our poet speaks of the Lord as the 
great prop of Paravai, Cankili and himself.66 If all the three had 
not lived together, this reference must be taken to refer to the 
Lord bringing in together Paravai, Cankili and Arürar at the first 
instance. 


During that period of his blindness he came to suffer from 
other ailments of the body. Mental suffering is known to bring 
on bodily ailment. He referred to this disease as ‘Utampil atu 
nēy', tormenting his body in the hymn No. 70% sung a Tiruvava- 
tuturai on his way to Tirutturutti. According to Periyapuranam, 
at Tirutturtti he was ordered to bathe, in the northern temple 
tank and the poet was cured of his new disease whilst he bathed 
as directed in the tank. 


63. V. 1. 
64. 89: 1. 
65. H, 46: 2. 
66. 46: 11. 
66a. V. 2. 
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Hymn 29 sung at Tirukkurukāvūr, in verses 4 refers to the 
Lord as removing the poet’s diseases including fever, but this 
hymn is said to have been sung before he became blind. In the 
Tirutturutti hymn also, the poet speaks of the Lord removing the 
disease tormenting his body; perhaps the Tirukkurukāvūr hymn 
was sung by the poet when he felt that God had saved him from 
all diseases, thanks to a feeling of perfect health. After he be- 
came blind, this feeling of perfect health and happiness must 
have been disturbed a great deal. In hymn 3 sung during this 
period of blindness he spoke of the body as that which could not 
bear even the prick of a paddy’s tails" It is this feeling that 
must have allowed the diseases to torment his body and it is this 
which he refers to in hymn 7497 as having been removed by the 
Lord, thanks to the development and strengthening of his trust 


in God which was to a certain extent shattered by his sudden 
blindness. 


VIII 


In this life of pilgrimage and self-surrender, he relied on 
none but God and whenever he was about to starve with his 
followers, the tradition states that he had the food supplied in a 
miraculous way. 


The paddy incident of Kuntaiyir® had already been describ- 
ed. When Ārūrar was going from Cikali to Tirukkurukavir,®® his 
followers and himself were overcome by hunger and st and 
the Lord Himself according to Periyapurāņam came in the form 
of a Brahmin putting up a thatched shed of a pandal for supply- 
ing water and viaticum (poti coru) and expecting this group of 
Saivites. It is said that whilst they were asleep, the pandal and 
the old man had disappeared. 


Again when our poet coming from Tiru 
Tirukkaccūr Ālakkēyil,”! our poet had to lie m to 
vation and according to Periyapurāņam, the Lord a eo star- 
form of a Brahmin to beg for food from houses in the i in the 
to feed the poet and his followers. In the m xS age and 
sung at Tirukkurukāvūr except for the reference in Which was 
the Lord removed the hunger of those who come verse 3 that | 
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exclamation in the first verse, “I had not known all this", there 
is not any specific reference to this miracle. The poet sang of 
the Lord protecting the poet from fever and other diseases and 
from slander.? He described the Lord as one who removed the 
illusion from the minds of the worshippers.? In verse 7, the 
poet stated that he had come without bearing probably the poet's 
suffering. As already seen, our poet took even ordinary incidents 
to have been inspired by God and if anybody fed him on the way 
he would have described it as God Himself feeding the followers 
and himself. 


Hymn 41 sung at Tirukkaccür also does not refer to any 
miracle. The hymn refers to the Lord going a-begging at midday 
and asks the Lord, **Will not your worshippers feel for this act of 
begging?" but since the poet states that the Lord goes a-begg- 
ing in the Kapāla or skull,”5 it could not possibly refer to the 
Brahmin going and begging. This hymn must be taken to be 
referring to the Bhiksātana form. Verse 7 begs of the Lord to 
think of those who think of Him **Ninaivàravarai ninai kaņtāy.” 
If the miracle had happened, it would be very unfair for the poet 
to make that suggestion to the Lord who had come to rescue the 
worshippers even before they ever thought of Him. But there is 
nothing miraculous or improbable in a casual help of this kind 
from a Brahmin whom as usual our poet would have considered 
to be no other than the Grace of God. 


IX 


Ēyarkēn Kalikkāma Nayanar is one of the congregation of 
Saivities assembled at Tēvēciriya mantapam of Tiruvarür. After 
Ārūrar was completely cured of his blindness and the Lord made 
Paravai reconciled to Ārūrar, it is said that this Kalikkamar deve- 
loped a hatred for our poet because he was responsible for the 
bringing of the Lord to the position of an errand boy. He com- 
mitted suicide but at the approach of Ārūrar, Kalikkamar is said 
to have become alive. Unfortunately there is no reference to this 
miracle, in the Tiruppunkür hymn’ which is said to have been 
sung at this place—except for the phrase, ‘“Eyark6 nurra irumpini 
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tavirttu’’,”? ‘the Lord who removed the chronic disease from which 
Ēyarkēn was suffering. This Ēyarkēn is spoken of as the Lord of 
twelve vélis of wet land and this reference to twelve vēlis is ex- 
plained in verse 2 as that piece of land which had been given 
away probably by Eyarkón to the Lord in grateful recognition of 
the rains which the Lord brought, after the whole country suffered 
without rain for a long time. 


x 


The other great miracle attributed to our poet is bringing 
back the Brahmin boy swallowed by a crocodile many years back. 
Hymn 92 is said to have been sung on this occasion. Verse 4 
therein is interpreted as requesting the Lord to order the God of 
Death and the crocodile to give back the boy and it is said that 
as soon as this verse was sung the boy was brought. If this hymn 
was a prayer for the return of the boy, it is a surprise that there 
is not any mention about this in verses 1, 3, 5, 6, 7 and 8. 


In verse 3, our poet prayed that he might be saved from 
future birth. In verse 7 he prayed for escape from hell. Verse 
5 says that His hall of Dance isthegraveyard. Verse 8 says that 
the Lord will make even blind eyes see. Verse 6 is a rhetorical 
interrogation, “Is becoming a slave unto the Lord a crime?" The 
last verse usually explaining the hymn and its purpose, does not 
mention any word about this miracle. 


Verses 2 and 9 refer to ‘Māni’ and this word is interpreted as 
an unmarried boy. Both these verses speak of that ‘Mani’ having 
come to bathe in the tank, as having duped our poet or as having 
created a delusion. An attempt is made to interpret this sentence 
as to mean, * What sin does this unmarried boy do to deserve 
death?" The reading in all the available editions is **Enaik kiri” 
which is only possible if we take the word in the accusative = 
In the sense of ‘Which’ the form should be “Enai kiri” sā 
the doubling of ‘k’. Verse 2 seems to be addressing the ‘Mani’ 
and speaking of him in the second person ‘Māni np ani 
that you who had come along with others on ike m 
away?" In the very next phrase in that verse Ad 
the Lord, probably there is a feeling that this per 
come along with them and disappeared was ae pers 
Lord. If the boy had been brought by the cro 
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necessity for the poet referring to this disappearance in verse 9.78 
It looks as though the poet is referring to some experience of his, 
but it is not possible to state definitely what it could have been. 


There is another miracle narrated in the Periyapuranam. 
That is of the river Kaviri, which was in floods stopping its flow 
and thereby piling up its flowing water as high as the Himalayas 
on the western side whilst the river bed was dry on the eastern 
side for allowing Ārūrar to cross the river to reach Tiruvaiyāru 
from Tirukkantiyür. Hymn 77, said to have been sung at the time 
of this miracle, gives definite reference to this miracle. The poet 
stated therein that he was always thinking of the Lord but as yet 
had not any communion with Him, that he knew of no mistake 
committed by him and that even if there was any mistake the 
Lord might order that to be erased.”? In the 9th verse he sang 
of realizing the Lord, as if He were a radiating hunger. He con- 
fessed the futility of all conscious efforts and in that sense spoke 
of the impossibility of his swimming against the current in the 
sense that he could not go against the will of the Lord. It looks 
as though that this reference to the impossibility of swimming 
had been taken literally, and the tradition had grown that the 
poet was pathetically crying to the Lord that he could not reach 
Tiruvaiyāru because of the flood in the Kāviri. It was impossible 
for Gekkilar to leave off this tradition which must have become 
universal by his time. 


XI 


The last miracle is our poet going on a white elephant to 
Mount Kailas. The question must have arisen how the people of 
this world got this hymn which was sung after he left this world. 
*Ünuyir vēru ceytan”’ (1) — thus sings the poet — ‘the Lord has 
separated the soul from the body’. This verse 1 itself seems to 
run counter to the tradition that he went with this original body 
as is made clear by Nampiyantar Nampi in his Tiruttontar Tiru- 
vantati, "Mānava akkaiyotum pukkavarai. 8% 


78. In one edition of the hymns of our poet, instead of Māņi, we have 
«Māmaņi' in all the three places in the two verses 2 and 9 where this word 


*Ma ni' occurs. 
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The verse 10 answers the guestion how the world got this. 
hymn. There the Lord of the Oceans is ordered to bring this 
hymn to the notice of the Lord or the king of Vatici. If Céraman 
accompanied our poet, where is the necessity for informing him? 
Anyway Periyapuranam tells us that Ārūrar did not know of 
Céraman following him. It would be very difficult to prove this 
hymn to be genuine in the literal sense. Nor, is it clear why 
Ārūrar should have gone over the sea? From this reference to. 
the sea a later day oral tradition had woven a story of Gēramān 
going to Mecca, a tradition which cannot be believed by anyone 
who has studied the mental development of these saints as re- 
vealed in their works. The significance of this hymn as an alle- 
gory is explained later in this study. 


XII 


In some of his poems Ārūrar refers to Vanappakai and Cin- 
kati and calls himself their father. According to the tradition 
preserved in Periyapuranam, they are the daughters of Kétpuli 
Nayanar of Nattiyattankuti and adopted by Ārūrar as his own child- 
ren at the instance of the natural father. There is nothing specific 
in the hymns to support this tradition of their being the children 
of Kētpuli. It is true Ārūrar referred to Kētpuli in his hymn on 
Nattiyattankuti®! where also he described himself the father of 
Cinkati, but Cinkati or Vanappakai is nowhere mentioned as the 
daughter of Kētpuli. That these two persons are women is clear 
from the references to them by Ārūrar. He describes *Cinkati? as 
«Paikular Ciükati",? "Gilaiyar vanutalal nalla Ciskati;"99 
<«Maimmān tatankan maturamanna moliyāļ matac Ciūkati”84 ana 
‘Nankai Cinkati.’’®> In describing himself as the father of Vanap- 
pakai, the poet uses the term **Vanappakai yaval appan.”86 - He 
calls himself their appan,*” **Tantai”*$ and “Tamman’?29 


: : —all the 
three words meaning father in Tamil. Ji 
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Cinkati’s name is given as ‘Cinki.2% If that is so, Cinkati 
must be taken to be a corrupt form of **Cinki ati” or Cinki atikal. 
This word Ati or Atikal is usually used in the sense of the Sans- 
krit word ''Svāmī” either to a king as in the phrase Perumānati- 
kaļ or to a great religious person as in llankovatikal, Cékkilar 
atikal, etc. It must be therefore taken that Cinkati was a great 
religious personality and probably “Qétiyal Cinki"*! emphasizes 
this fact. *Cétu' and ‘Cétar’ are used in the sense of ‘Sistas’ in 
Sanskrit. There is also the expression *'Cētār Pünkular Cinkati.”92 
‘Gétu’ also means goodness.9 Cinkati is also called famous, 
“Pukalc Cinkati"*! and Vanappakai is similarly called Cirppakai.’’% 


As far as Vanappakai is concerned, the poet described her in 
one place as **Cirppakai fiani".9$ ‘Pakai’ is the contracted form 
of Vanappakai and the term ‘fani’ applied to her, leaves no 
doubt in any one's mind that she was also a great religious perso- 
nality. 


In two hymns,” both of them are mentioned. There are 18 
references to them, 8 references to Cinki and 10 to Vanappakai 
inclusive of the above two. The question arises what is the real 
relationship between these and Arürar? Prima facie, they seem 
to be his own children; but the reference to them as Jñāni and 
Atikal, i.e., spiritually great persons lead us to interpret this term 
Appan as the spiritual Guru in which case they may be according 
to the old tradition the children of Kotpuli or somebody else. 
But even here nothing prevents Arürar being the natural father 
of these spiritually great women and it is worth remarking that 
even on the basis of the chronological arrangement of Arürar's 
hymns, reference to these children came only after Arürar's 
marriage with Paravai. The fact that the poet Ārūrar mentioned 
these as his children along with his father would justify in taking 
these references literally.% 


Vanappakai means the enemy of the forest and it may also 
refer to the lion; but on this score Vanappakai could not be 
identified with Cinkati because in the two references already 
quoted, these two are mentioned together as two different perso- 


90. 98: 11, 95. 44: 10. 

91. 98: 11. 96. 44. 10. 
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nalities. These names suggest the name Narasimha, the Pallava 
king Rājasirnha who was ruling during the time ot Ārūrar in 
whose honour probably they were named Vanappakai and Cinkati. 
Or, they might have been named as such in memory of Naracin- 
kamunaiyaraiyar who was Ārūrar's patron in his younger days. 
But this name Naracinkamunaiyaraiyar itself must have been as- 
sumed by that prince after the then ruling king not Rajasimha 
but Narasimha Māmalla, for if Rājasimha was ruling during the 
adulthood of Ārūrar, the king who must have been ruling during 
his childhood must be Narasimha I. If these children were them- 
selves such great spiritual personalities as to be described Atikal 
and Jfiani, the spiritual stature of Ārūrar certainly grows in 
height. 


XIII 


Nampi is the title usually of a prince and it is used to be 
conferred on important individuals.®® In this way it has come to 
mean by the time of Pinkalantai, the elite among men. Owing 
to the spread of the temple cult, the priests, the Adi Saivite 
Acaryas, some of whom appear to be the ‘Kula Gurus’ of the 
Colas had conferred on them the title of Nambi. The name of 
Nampi Antar Nampi will occur to anyone conversant with the 
Saivite Literature. Perhaps Purusēttama Nampi, one of the 
authors of the 10th Tirumurai, was another. From this, we may 
infer that the title of Nampi which occurs in the phrase Nampi 
Ārūrar, is due to our poet being an Ādi Saiva Ācarya. Ārūrar 

calls himself ‘‘Maraiyartam kuricil.”Y Not only was he born in 
5 the Brahmin community but he had also undergone the course in 
oP is four Vēdas and 6 angas—“Nanmarai (ar) ankam otiya nāvan.” 101 
gr From the descriptions of the course of studies obtaining in various 
Universities or Centres of Learning of the Pallava Age such as , 
Kafici, Bāhūr and Ghatikacalam, we know this is not an 
‘ boast.10? 
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valla Ciruvan."! In another place,!4 he spoke of himself in the 
first person, *Iliyàk kulattir pirantom" — those of no low caste. 
As this is a reference in plural to all the bhaktas, it is safer to 
| interpret it as referring to the community of bhaktas, of which 
Periyalvar speaks as "Tontakkulam'1*4a — a holy community, 
which our poet had visualised in his Tiruttontattokai. He is 
often proud of describing himself as Atittoņtan,!?5 Siva tontan106 
(for which the other reading is Ciru tontan); Sivanatiyarkaluk- 
katiyàn atittoņtan;!% Atiyar ati naytran;'® Atiyar atiyan;109 
Atyavarkkatiyavan;3? Atiyan; Atiyān;!!? Meyppattan!3 etc. 
According to Periyapurāņam, he was called Vantoņtan because 
he abused the old Brahman who claimed him as his slave. Even 
otherwise, the firm hold he had on Šiva completely relying on 
| Him for everything and threatening at times to sit dhāraņā would 
| justify his name of Vaņtontan.!!t In one place he describes him- 
| self as ‘Anukka Vantontan’.15 


| The name Nampi! may also be explained as being deserved 
by him because he grew up as a prince of Narasinkamunaiyarai- 
yar’s family. Periyapurāņam calls him Tampiran Tolan.?" This 
| term, as already pointed out, occurs in the inscriptions in the 
| sense of companion to the king. Ārūrar did not call himself 
| Tampiran Tolan though Periyapuranam states that this title was 
conferred on him by Siva Himself.48  Àrürar spoke of the Lord 
being his Tēlan;!!? and his Tūtan, a companion and an envoy. 
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Probably it is this term *Tütan'? which is responsible for the 
story that the Lord went to appease the anger of Paravai on be- 
half of Ārūrar. As Ārūrar relied upon God for everything in the 
world and believed that it was the Lord who arranged everything 
for him, the Lord is his companion and envoy in more senses 
than one. l 


As for the training he received as a prince though there are 

‘not direct references, the hymns throw some light on his upbring- 
ing. When he referred to ‘Navalir’, he spoke of himself in plural, 
*Namakku'?! and described it as the city both of Naracinka- 
munaiaraiyar and himself. He was proud of his strength deve- 
loped probably as befitting a prince: ‘Malai malinta tolüran':?? 
Ūran of the shoulders like mountains; ‘Mallin malku tiral tēļ 
üran'3?3 Uran of the shoulders full of wrestling strength; *'Tiru- 
maruvum tiral t6lan’:124 He of the shoulders of strength embrac- 
ed by Wealth; ‘Matayanai Navalarüran':!2 Uran of Naval city 
great in the strength of elephants; *Kütalar mannan kula Nava- 
lūrkkēn':!?6 The king of Naval and the Lord of the enemies. He 
described himself as Nāvalūrāļi;!*” Nāvalar kón;?8 Nāvalūr Man- 
nan;?? Nāvalūrkkēn;!* Nāvalar Véntan;181 Nāvalar Koman.132 


One may be tempted to take the term Nāvalārūran! to 
mean only a resident of Nāvalūr. But in view of much clearer 
and unmistakable references to his princehood, this will not be 
correct. In his 18th hymn, he described himself *Kütalar man- 
nan kulanavalikkon'™ the ruler of the enemies and the prince oi 
Nāvalūr of the proper community. Probably he spoke of this 

- community of rulers because of his training under Naracinka- : 
munaiyaraiyar. His references to the strength of his shoulders 
assume a new significance in view of this description of Arürar, 


i.e., the king of his opponents. It is in this light we have to 
interpret the reference to the Lord as 


cc 2 
He who brings confusion 


120. 68: 8; 84: 9. 124. 73: 11. 
121. 17: ll. 125. 40: 11. 
122. 30: 11. 126. 18: 10. 
. 328. 81:10. 127. 64: 10. 
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to those chiefs who refuse to Pay tribute to the Pallava king who 
was then ruling the country’: ‘Mannulakam kāval punta urimai- 
yar Pallavarkkut tirai kota mannavarai marukkum ceyyum peru- 
maiyār.! That reference seems to establish some connection 
between Citamparam and Pallavar, perhaps suggesting that Hir- 
anyavarman mentioned in Kēyil Puranam as worshipping at 
Citamparam and improving the temple was a Pallava king. 


XIV 


In the hymn! quoted above is found developed the divine 
right theory of king. This isa philosophy which is something 
new to Šaivism which preached absolute self surrender to God 
with-out reference to political or worldly motives. There was the 
illustrious example of Appar refusing to follow the command of 
the Pallava king. He retorted by saying that ‘Namarkkum kuti- 
yallom'.3  *We are the servants of none but God.’ *Parantu 
pakatēri varuvār collum pani kētkak katavēmē parrarróme'138 
“Civané ennum nāvutaiyār namaiyāļa utaiyāranrē nāvalantī vakat- 
tinukku nātarāņa kavalaré evi vituttārēnum katavamalom katumai- 
yotu kaļavu arrōmē,”139 *Ummētu marrum uļarāy ninra patai- 
yutaiyàn panikétkum paniyom allēm,”'140 <Vantīrār mannavana- 
vānrān ārē”!t! — ‘Are we bound to listen to the orders of those 
who rule the world riding on elephants?’442 ‘Our Lords are those 
who utter the word of Siva; even if the Emperor of Jambudvipa 
orders us, we shall not obey, for we are devoid of all stratagem, 
deceit and cruelty';4? -‘Pataiyutaiyan pani kētkum paņiyēmal- 
lēm.”!44 It is not our duty to listen to the orders of the chief- 
tains of the army’. ‘Who are you? What have I to do with your 
king? 145 


In a sense, this is believing only in the brotherhood of God’s 
followers. To a certain extent this attitude was necessary in the 


135. 90: 4. 
136. 90: 4. 
137. 6: 98: 1. 
138. 6: 98: 3. 
139. 6: 98: 6. 
140. 6: 98: 9. 
141. 6: 98: 8. 
142. 6: 98: 3. 
143. 6: 98: 6. A 
144. 6: 98: 9. 
145. 6: 98: 8. 
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Age of Appar, because the king was an anti-Saivite to start with. 
But when the Pallavas, thanks to the Satyāgraha of Tirunāvuk- 
karacar, became Saivites and great temple builders, there was no 
necessity to preach any anarchism. It was the duty of any Saivite 
to offer his help in this Pallava propagation of Saivism and it was 
from this point of view that Ārūrar felt that those who opposed 
the great Saivite Pallava king were opposing the will of Siva. 
Apart from this, the divine right theory of king has slowly crept 
into the minds of the learned people of the age. Nammālvār 
sings, "Tiruvutai Mannaraikkanil Tirumalaikkanténé ennum" — 
««When ever she sees the kings of royal wealth, she says she sees 
the Lord God." 


XV 


But Ārūrar has also been honoured by the rulers of the three 
ancient Royal families of the Pandyas, Cēras, and the Colas. If 
we follow the chronology given in the Periyapuranam, our poet 
entered the Pandya country only in the company of the Céra king, 
i.e., almost at the fag end of his life. It is really surprising that 
he had stepped into the Pandya country only during the closing 
years of his life. Gan it be that his aggressive support of the 
Pallava, stood in the way of his going to the Pandya country? 
After his friendship with the Cera, he visited the Pandya temples 
and the temple in the Cera land. Itis this visit to these temples 
almost in his later age that created a feeling of separation and it 
was this which he gave expression to in some of his poems when 
he exclaimed, ‘‘Katalurattoluvatenru kolē.” M6 “When shall I 
worship Him with all my love?’ His feeling of surprise was also 
expressed — ‘Is this Püvanam?' He referred to the three kings 
in his hymn 2:4 where he stated that hymn was sung in their 
presence at Parankunram. At Tirucculiyal4® Ārūrar spoke of the 
worshippers becoming kings in their respective points of the com- 
pass — “Ați toluvar avvat ticalkku aracakuvar.149 
whether he had any reference to these three kin 
upper hand or somewhat of freedom. 


One wonders 
gs gaining the 


But there is one incident which does not fit in with this inter 
pretation of Arürar's aggressive support of Pallava ue the 
gi 


146. 7: 84: 2. 


148. H. 82. 
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early part of his life. Hymn 15 which is said to have been sung 
immediately after he married Paravai in the early part of his life 
refers to Kotpuli, a commander who had conquered the oppo- 
sing rulers. This Kētpuli if our interpretation is correct must 
have been one of those friends of Ārūrar supporting the Pallavas. 
This verse which mentions Kētpuli refers to the Cola country but 
this reference simply means that Nattiyattankuti was within 
the old Cóla country — “Cenni nātār tol pukal Nattiyattàn- 
kuti Nampi." The name Cola country had become a geo- 
graphical term losing all political significance and there was 
nothing preventing this Cola country being under the control of 
the Pallavas. The real difficulty arises because of Cékkilar calling 
Koipuli Nayanar, a commander of the Colas — **Valavar tanti- 
rlyaray."192 


Or, it must be assumed that Kētpuli and the Cola king were 
on the side of the Pallavas long before Ārūrar met the Pāņdya 
king. According to Periyapurānam the Cola prince was there as 
the son-in-law of the Pàndya king suggesting probably a new re- 
alignment in the political picture of the land. 
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CHAPTER VII 


AGE OF NAMPI ARURAR 
PART I 


« VARIOUS THEORIES PUT FORWARD 
I 


The life of Cuntarar (Ārūrar) — the various events relating 
to his associations with the rulers and chiefs of his age cannot be 
appreciated without our understanding the historical back-ground 
The age of Ārūrar should therefore be fixed at least provisionally. 
Some of the points to be taken into consideration in fixing his age 
are the following: 


I. (a) The following saints are said to be the contempor- 
aries of Ārūrar: 


1. Cataiyanar, the father of Arürar.! 
2. Icai iiāniyār, the mother of Ārūrar? 


3. Ēyarkēn Kalikkāmar, a chief who was opposed to Ārūrar 
to start with and who became his friend later on. Cékkilar calls 
the family of Ēyar as the family of the commanders-in-chief of 
the Cola army.? 


4. Manakkaficarar is the father-in-law of this Ēyarkēn 
Kalikkāmar.* " 


5. Viranmintar is spoken of as belonging to the cultivators” 


of Vēļāļars community by Gekkilar. The first word of this phrase 


Viral’ suggests that he was a victorious commander or a chief. 
ccording to Cēkkiļār, he was opposed to our saints 


P 
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6. Katavarkon Kalarcifikan was the emperor ruling during 
the life of Ārūrar, who mentions him in the present tense: “Katal 
cūļnta ulakelām kakkinra perumàn kātavarkēn Kaļarcinkan.”$ 


7. Pücalàr was a contemporary of Kātavarkēn.” 


8. Ceruttuņaiyār is the king of Taficai according to Ārūrar 


and a contemporary of Kātavarkēn Kalarcinkan according to 
Cēkkilār. 


9. Géramàn Perumal, the Céra king, was the patron of Pāņa- 
pattirar and a friend of Ārūrar. He is otherwise known as Kala- 
rirrarivār Nāyanār. 


10. Kētpuli, who won a victory over a group of kings ac- 
cording to Ārūrar,$ a commander of the Cēļa army and a friend 
of Ārūrar who is said to have adopted the daughters of Kētpuli 
according to Cékkilar.® 


11. Perumilalaikkurumpar: Cékkilar describes him as the 
chief of Perumilalai and the name Kurumpar suggests that he was 
a Kurumpa chief? According to Periyapuranam, he was wor- 
shipping Ārūrar in his mind and died on the day previous to the 
departure of Arürar to Kailas". 


12. Naracinkamunaiyaraiyar is the chief of Nāvalūr who 
brought up Arürar.!? 


13. Sēmācimārar: Sēmāci is a Tamil form of Somayajin. 
“One who had performed the Somayajíia." According to Periya- 
purāņam, he went and lived at Tiruvārūr as a great friend of 
Arürar.!? 


(b) The age of these Saints will be the age of Ārūrar in 
which Géramàn and Kalarcinkan as kings and Ēyarkēn and Kot- 
puli as chieftains must have played an important part. 


@, Se 9 

7. Pücalar Nayanar pūrāņam in Periyapuragam. 

8. 15: 10. 

9. Kotpuli Nayanar Purāņam in Periyapurāņam. 

10. Kurumpu—Subordinate chief: Puranānūru: 97. 

11. V. 4-6, 9, 10 of Perumiļalaikkurumpa Nayanar Pura 
12. Tatuttatkonta Purāņam, 5. 

13, V. 4, Somacimara Nayanar Purāņam, 
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II. (a) Campantar and Appar lived anterior to Ārūrar and 
the following are said to be their contemporaries: 


1. CGiruttoņtar.!t 

2. Kunkiliyakkalayar.!* 

3. Muruka Naàyanar.!* 

4. Tirunilakanta Yalppanar.! 

5. Nilanakkar.!? 

6. Valuti (Netumaran).¥ 

7. Mankaiyarkkaraci.” 

8. Kulacciraiyār.”! / 
9. Appüti.? 

10. Appar refers to Campantar. 


(b) Among these, Ciruttoutar is considered to be the 
Pallava commander, who captured Vātāpi about 642 A.D. during 
the reign of Narasimha Varma Māmalla, or about 672 A.D. 
during the reign of Paramé$vara Varma I. Netumaran, identi- 
fied? with Arikésari-Netumaran according to Prof. Nilakanta 
Sastri may be assigned the period 670-710 A.D.** and according 
to others 640-680 A.D.?5 


III. (a) Campantar, in addition, refers to Pukalttuņaiyār? 
and Appar refers to Kaņampullar,?” Amarnitiyar."? Campantar 
refers to Amarnītiyār.”* Appar refers to Cakkiya Nāyanār.” 


14, Campantar Tevaram, 3: 63: 1, 2. 3, 4, 5, 6, 7, 8; 9; 10. 
15. According to Periyapura ņam, this saint is said to have met Nānacampan- 
tar (and Appar)—Kunkiliyakkalaya Nayanar Purāņam, 32-33. n 
16. Campantar Tēvāram: 2: 92: 3, 5. 
17. 1:62: 9; 3: 115: 6. Yalmuri is said to have been s A MES 
his place: 1: 196. Periyapurāņam: Campantar Purā DONE p T MAR 
Campantar: 3: 58: 2, 11. o 
|. "Netumāran: Campantar: 2: 66: 11; 3: 51: 1-11; 3: 120: 2 
ampantar: 3: 120: 1. NES 
mpantar: 3: 120: 2, 4, 6, 8, 10, 11. 


ApP 4: 12: 10. 
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Both of them refer to Candéccurar,? Naminanti,3! Kannappar.?? 
Koccenkat Colar is mentioned by Appar. Appar mentions 
Tillaival Antanar?* and Campantar mentions Tillaival Antanar?5, 
It is doubtful whether the reference in Appar's is to Kāraikkāl 
Ammaiyār. 

These must be considered to be anterior to Appar and Cam- 
pantar. 


(b) The following are not found mentioned in the Tévaram 
hymns of Appar or Campantar but as all the hymns sung by these 
saints have not reached us, one cannot conclude that all of them 
came only after these two saints. Some of them must be anterior 
to Appar and Campantar. They are as follows: Pukalccdlar, 
Kāraikkālammaiyār, Tirumülar, Martti Nayanar, Kürruva Naya- 
nar, Aiyatikal, Arivattayanar, Eripattar, Kari, Atipattar, Kalik- 
kampar, Kaliya Nayanar, Cakti, Vayilar, Munaiyatuvār, Itankali, 
lyarpakai, Néca Nāyanār, Ilaiyankutimarar, Meypporul, Tirunā- 
laippovar, Ēnātināta Nāyanar, Ānāyar, Uruttirapacupati, Tiruk- 
kurippattontar, Mürkkar, Cirappuli, Kananatar, Tirunilakantar 
and Tanti. 


Pukalccolar and Eripattar are contemporaries and the fact 
that this Gēla ruled from Karuvür suggests that he must belong to 
the period when the Cola kingdom was in the hands of Kalabhras 
and others. Kürruva Nāyanār and Martti Nāyanār probably be- 
long to the period of Kalabhra interregnum. Tirumūlar should 
also be taken to have preceded these two saints. Kāraikkāl 
Ammaiyar is referred to as Pēyār by Arürar. According to Cekkilar, 
Kāraikkāl Ammaiyār lived long long before Nānacampantar who 
is therefore not said to have set foot on the sacred precincts of 
Alankatu, made sacred by the foot dust of Kāraikkāl Ammaiyar.? 
Yapparunkala virutti quotes a verse heginning with ‘Karaippal 
perumēttu” in its commentary on Gūtram 93 as an ārsā or a verse 


30. 1: 48; 7; 1: 106: 5; 2: 43: 5: 3: 54; 7: 3: 68: 10; 3: 155: 5: 4: 48: 4; 
4: 49: 3; 4: 65: 6; 43 73: 5; 5: 25 AiO 5/5 S 60 
6: 33: 10; 6: 73: 6; 75: 9. 

31. 1: 62: 6; 4: 103: 2; 6; 14: 4. 

39. 3: 35: 7; 3: 69: 4; 3; 109; 7; 3. 116: 7; 4: 49: 7; 4: 65: 8; 6: 
19: 6; 6: 39: 9; 6: 81: 6; 6: 96: 1. 

33. 4: 49: 4; 6: 20: 5; 6: 23: 8; 6: 56: 6; 6: 74: 8; 6: 75: 8; 6: 83: 6, 

34. 4: 80: 2. 

35. 1: 80. 

36. Campantar Purāņam 1009. 
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sung by a rsi or saint and it mentions that it was sung by both 
Pūtattār and Kāraikkārpēy.” This will make her a contempo- 
rary of the first three āļvārs. 


In our study of Tiruttontattokai, it was suggested that the 
people who bear the epithet ‘Kali’ may have some relationship 
with the Kaliyaracar or Kalabhras. The number of free lances 
like Munaiyatuvar, Itankali, Cakti etc., seems to suggest that . 
they lived in an age of confusion which preceded the restoration 
of order by Katunkēn, the Pāņdya and Simhavisnu, the Pallava. 
Meypporul, the chief of the Cēti country and Ēnatināta, the chief- 
tain who obtained the title of Ēnāti, were living perhaps in these 
trouble times. Cakkiyar must have lived in an age of Buddhistic 
domination, described by Fahien, i.e., before their deterioration 
described by Hieun Tsang. 


(c) But all of them could not be said to have preceded 
Appar and Campantar. Aiyatikal, if our identification of this 
king with Mahéndravarman IIis correct, must have come between 
Campantar and Ārūrar. Again Kaņanāta who worshipped Cam- 


pantar must have come necessarily after Campantar and before 
Ārūrar.*% 


In any case, for our purpose, it is enough if we take them as 
anterior to Ārūrar for fixing the upper limit of his age. 


II 


Apart from these names, certain traditions and suggestions 
may be now considered: 


1. The names Aiyatikal Katavarkon and Katavarkon Kalar- 
cinkan seem to suggest a relationship between them. The TES 
of these saints given in Kannada and Sanskrit works makes them 
father and son.?? 


9. Kalarcihkan is said to be ruling the world surrounded b 

the seas, thereby suggesting his naval power. Kalal js the e 
anklet worn as a sign of victory. According to peaa aranan 
4 < E) 
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(i) Kalarcinkan came of the old Pallava line; (ii) his mind never 
knew anything but the feet of Siva and his worship; (iii) the fron- 
tiers of his enemies fell before him and he captured the northern 
land; (iv) when Ceruttunai Nayanar cut away the nose of the 
queen for smelling the flower set apart for God at Tiruvārūr, 
Kalarcinkan cut away her hands which took up the flowers. Of 
these four points the last alone is found in Nampiyantar Nampi's 
Tiruvantāti (verse 64). 


3. Kātavarkēn, the contemporary of Pūcalār is said to have 
built the Karrali at Kafici. The Pallava king Rājasimha accord- 
ing to the inscriptions heard a divine voice.*! This is taken to re- 
fer to the message which he received for fixing a date for the con- 
secration of the temple different from that fixed by Pūcalār for 
consecrating his mental temple.'? Periyapurāņam, however, speaks 
of a dream. j 


4. The Periyapurāņam gives the following details about 
Aiyatikal: (i) He came of the Pallava family; (ii) he subjugated 
other lands; (iii) he established the dhārmic path of Saivism and 
the Vēdas; (iv) he abdicated and crowned his son as king; (v) he 
went on a pilgrimage to Saivite temples singing a ‘venpa’ at each 
temple. Nampiyāņtār Nampi refers only to the first and fifth 
points which are proved by the existence of Kséttira venpa and 
the very name of the king Aiyatikal. 


5. Kētpuli according to Ārūrar conquered a crowd of kings 
and he belonged to the Cola country. But, according to Periya- 
purāņam he was a commander of the Colas. He is said to have 
killed his relatives including his baby child for having tasted the 
rice reserved for bhaktas. 


6. (a) Cēramān was the patron of Pāņapattirar, a musician 
in the court of Varaguna, the Paadya. (b) Since Varaguna II, a 
Saivite saint praised by Pattinattar and others is not mentioned 
by Ārūrar, Varaguna I, the contemporary of Geraman must be an- 
terior to this Varaguna II. (c) Céraman and Ārūrar met the Pandya 
and his son-in-law, the Cola, at the royal court of Madura. 
Therefore, all of them must have been friends. This requires that 


41. SII., Vol. I, Part I, No. 24, v. 7. 
42. S.L, Vol. I, Part I, No. 24, v. 7. 
43. Pūcalār Purāņam, 9 and 10. 

44. Tiruvantāti: 56. 
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we must find a period for Ārūrar when the Pandya, the Cola and 
the Gera could have been on friendly terms. (d) The word Netu- 


māran occurs in Ārūrar's hymns* suggesting that he was his con- 
temporary. 


7. (a) There is a tradition that Ceramàn went away to 
Mecca and became a Muslim. (b) The Kollam era is said to have 
been started with his disappearance. 


8. (a) The Taņdantēttam plates of Nandivarma Pallava- 
malla speaks of an important elephant name Pattavarttanam, 
(Pattavardhana) which he conquered from the Gangas.!9 Ārūrar 
speaks of an elephant of a Toņtaimān: 


“Collarum pukalàn Tontaiman kalirrai-c 
cūlkoti mullaiyārkatti-t 

Tellaiyil inpam avanpera velippat 
taruliya iraivane."47 


“You bound the elephant of Tontaiman of fame beyond words 
and you came to bless him with infinite happiness " This is sug- 
gested as a reference to the Pattavardhanam.3 


(b) In addition, it is suggested that terms like Katavarkon 
etc., used by Ārūrar are not found used by the Pallavas them- 


selves as their family names before the reign of Nandivarma 
Pallavamalla. 


PART II 
THE THEORIES DISCUSSED 
I 


'The various theories put forward on the basis of these various 
points may be discussed to offer us the starting point and show 
us our way. 


nasēna, Nayasēna, 
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to cure the Kin Pandyan by making use of Jaina charms and 
spells, but failed in their attempts whilst Campantar tried next 
and cured him. The Jinaséna mentioned herein is the author of 
Brhad Harivamsa Purana and at the end of that Purana, Jina- 
sēna himself writes as follows: *When 700 years in the era of 
Sāka increased by five have elapsed, when Indrāyudha, son of 
Krsna was ruling over the north, and Srivallabha, the south, when 
Vatsarāja, the king of the Avanti country was ruling over the east 
and when the brave Jayavarāha was ruling over the Siraséna- 
mandala in the west, this Harivamáa was composed": This gives 
the year—Sāka 705 or 783 A.D. 


It is also stated by Karnataka Kaviccakravartti that Cam- 
pantar was assisted by Haradatta and Vāgīsa. The report writes: 
“This epoch is in harmony assigned to Haradattacharya in Hara- 
dattamāhātmya”, and translated, the verse giving this detail as 
follows: “When 4,000 years greater by 21 years from the begin- 
ning of Kali had elapsed, in the year Vilamba, on Friday, the 5th 
lunar day of the white half of the month of Pusya, Haradatta, of 
Maudgala-Gētra and father of eight children ascended the 
heaven. His passage on a brilliant vimāna was a pleasing sight, 
as witnessed by the inhabitants of the village Kamsa on the 
northern bank of the Kāvēri (Kaūcanūr?)”. But the report itself 
admits that 4,021 Kali that is 920 A.D. was not Vilamba year 
and therefore concludes: “Perhaps the verse was composed long 
after the event happened." The report however continues: 
“The Rājāvalīkathē, a Canarese historical work of the Jains fur- 
nishes some additional evidence confirming the epoch of Kün- 
pàndya fell partly in the 8th and partly in the 9th century. It is 
stated in the work that Bhattakalanka whose name is mentioned 
by Jinasena in his Mahápurana taught Hoysaļa, the legendary 
founder of the Hoysala dynasty some charms to enable him to 
conquer Küna Pandya of Madura." This is the translation of 
the portion in Rajavali Kathe: “The Saka year 800 in the Vilambi 
year on Thursday the 10th lunar day of the white half of the 
month of Caitra with the constellation Pusya, Dhriti yoga, and 
girijakarana, Akalanka taught Hoysala, the necessary charm and 
spell for his victory.” The Report itself condemns these dates: 
“The error is that the 10th lunar day of Caitra of the year 
Vilambi, 878 A.D., is Monday and not Thursday. Nor, can it 
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be believed that Bhattakalanka, who must have been old enough 
to be referred to by Jinaséna about A.D. 783 could have lived as. 
long as 878.” 


The whole argument turns on the mention of the name of 
Jinaséna, in the list of Jain ascetics who tried to cure Kin 
Pandya. The author of **Trisasti Puratana Caritrē” in his attempt 
to glorify the success of Campantar has brought in the names of 
all famous Jains of all ages in his list of Jain ascetics and pitted 
them against Campantar. If this assumption is correct, no reli- 
ance can be placed on this verse for fixing the date of Campantar 
whose date has been conclusively proved by late Prof. Sundaram 
Pillai, in his classic essay on “Some mile-stones in the History of 
Tamil Literature." Appar was the contemporary of Gunabhara 
Mahéndra Varma and Campantar referred to Ciruttontar of the 
great Vātāpi fame, the great commander of Narasimhavarma 
when Vātāpi was conguered in 642 A.D. The Kūy Pāņdya was 
Arikésarivarman I of the 7th century. 


This report itself fixes the date of Dabhrabhakta, i.e., Cirut- 
tontar correctly. The report writes: “The exploit of Dabhra- 
bhakta, a general of the Chola king (Pallava king?) in destroying 
the fortification of Vatapi is another historical event which throws 
a flood of light on the chronology of the Saivite Saints in general. 
According to the history of the Pallavas, it was Narasimhavar- 
man I, that destroyed the fort of Vatapi (Bādāmi) and captured 
alive Pulakési II, one of the Chàlukya kings about A.D. 634 
(6432). This decides the date of Dabrabhakta,...... and also 
the dates of other Saivites who are mentioned along with him.”*' 


Unfortunately, the Report has failed to take note of the fact 
that the other Saivites mentioned along with Dabhrabhakta or 
Ciruttoņtar, are Campantar and Appar. 


Proceeding next to fix the date of Arürar, naturally in a. 
period subsequent to the period fixed for Campantar and it was 
for this reason that we had to criticise the views on t 
Campantar, the report writes as follows;ēla “Lastly, regarding 
the date of Sundaranampi Nāyanār, reliable information is fur- 
nished by Sēmadēvasūri in his Yagas Tilaka Campu 


he age of 
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colophon he writes. “When 881 years in the Saka year have 
elapsed on the 13th lunar day of the month of Caitra, in the year 
Siddhàrtha and when Krishna Ràja was reigning in Mēlyāti, after 
congucring Pāņdava Simhalēchana, Chérama and other kings in 
the Ganga country under the rule of king Vāga, the eldest son of 
Arikésari, a descendent of the Chalukyas and the crestjewel of the 
feudal chiefs under king Krishna, has feudal Lord, this work was 
caused to be composed.” The Report assumes that Ghēramān 
mentioned here is Chéraman Perumal Nayanar and therefore 
Ārūrar must have lived up to 959 or 960 A.D., mentioned in the 
above works. It is impossible to bring Ārūrar to the period of 
Cēla supremacy of Vijayālaya and his successors of the 10th cen- 
tury. Céraman is a common name of Céras and from this one 
cannot fix any date even as it is impossible to fix any date with 
the help of the single name Pandaya or Cola. 


II 


There is an interesting reference to the Skanda Purāņa em- 
phasised in this report,? where Aiyatikal Katavarkon and Kāta- 
varkon Kalarcinkan are mentioned in Sanskrit. Aiyatikal Kata- 
varkén is translated as Paūcapādasimha. The report writes as 
follows : “In the Skāndēpapurāņa, Sivarahasya, and Siva Bhakta 
Māhātmaya, the Pallavas are called Āryagrhyas, worthy of social 
intercourse with the Āryans. This indicates, that though a non- 
Āryan tribe, they were regarded as Āryans probably for their 
devotion to Saivism. One Pafcapada Simha or Simhanka is said 
to have built a number of Siva temples. His father Bhima is said 
to have dedicated his life to the service of Siva and retired from 
his kingdom early in life, installing Simhānka on the throne. Ac- 
cording to Epigraphical records, however, Simhavarman (550-575 
A.D.), was the father of Bhimavarman.” If Kalarcinkan were to 
be the contemporary of Ārūrar our saint should be taken to have 
lived in the closing years of the 6th century in the regin of Sim- 
havisnu. This wiil be an absurd conclusion, for Appar whom 
Ārūrar praises as his leader came only in the reign of Mahéndra- 
varman, the son of Simhavisnu. 


The report continues: 
‘Though with regard to genealogical order, the statement of 
Skāndēpapurāņa is wrong, the consangunity of the two Pallava 
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personages in the story is in itself a reliable index to their posi- 
tion in the genealogy of the Pallava kings. It follows, therefore, 
that Paiicapādasimha or Sirhhanka of the Skāndēpapurāņa identi- 
cal with the Tamil name Aiyatikal or Katavarkon Nayanar is 
none other than the Pallava Simhavarma (550-575) father of 
Bhimavarma. Kadava or Kadava is another name of the Pallavas”. 


It is clear that the two references in the Skāndēpapurāņa 
naratting the story of the 63 Saiva saints is to Aiyatikal Katavar- 
kēn and Katavarkon Kalarcinkan whom the Purana makes son 
and father. There is evidently a confusion much more than is 
noted in the report. Kalarcinkan was a contemporary of Ārūrar 
and therefore Aiyatikal must be an ancestor of Kalarcinkan, not 
his son. Nor does the term Aiyatikal mean Paficapada. All this 
confusion is due to the later day Sanskrit writers attempting to 
translate the Tamil stories, and the Tamil names into Sanskrit. 
We have already explained the difficulty, Cēkkiļār, a great Tamil 
scholar, feels in arriving at conclusions about these ancient 
stories. The consanguineous contiguity of the two Pallava saints 
must have been suggested to the Sanskrit writers by some Tamil 
scholar who probably interpreted Aiyatikal Katavarkon, as Kāta- 
varkon the son of Aiyatikal and the name Katavarkon Kalarcinkan 
as Kalarcinkan, the son of Kātavarkēn. This usage of interpreting 
the first half of a compound personal name as the name of the 
father and the second half as the name of the person concerned is 
asold as the Tolkappiyam.® The names Danti Nandi and Nandi 
Nrpatunga in the Pallava history show that this usage was current 
even in the eighth and ninth centuries. But Cēkkiļār has inter- 
preted these two phrase-names Aiyatikaļ Kātavarkēn and Kata- 
varkon Kalarcinkan as Aiyatikal, the Katava king and Kalarcin- 
kan the Katavarkon taking the term Katavarkon as the general 
name of the Pallava kings. But in any case the tradition about 
the consanguineous relationship preserved in these Sanskrit ver- 
sions will have to be taken note of in fixing the date of Ārūrar, 
the contemporary of Kalarcinkan. 


In this connection, one may note the story of Pūcalār Nāya- 
nār who built a temple in his own imagination With all that sin- 
cerity and reverence reguired by the Āgamas and fixed a datefor 
the Kumbhābhisēkam (consecration) of. this temple ona date and 
hour, which synchronised with the date and hour Rede an awit 
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to him by the Pallava king or Katavarkén for the consecration of 
his own temple at Kaficipuram. We are told that Siva requested 
the king to change the day and time because Pūcalār had already 
fixed upon the original day and time. Historians of the Pallava 
age* conclude that this is referred to in Rajasimha’s inscription 
in the Kailasanatha Temple in the following terms: “If in the 
Krta (age) kings like Dushyanta, who saw the gods and were 
engaged by saints like Kanva, would hear a heavenly voice 
without body, that is not a matter of wonder, but ah! this is ex- 
tremely astonishing, that Sribhara has heard that voice in the 
Kali age from which good qualities keep aloof. 


Therefore, one has to conclude with Mr. C. V. Narayana 
Aiyar, “Since Pūcalār Nayanar was one of the 63 devotees hono- 
ured by Sundaramīrti (Ārūrar) in the Tiruttontattokai, Sundarar 
(Ārūrar) must have been a contemporary of Narasimhavarman 


II or any one of his successors. a 


III 


Mr. T. A. Gopinatha Rao, however, concludes that Ārūrar 
lived in the middle of the 9th century A.D.,5% on the basis of an 
inscription*” where one Narasimhavarma is referred to by another 
Narasirhhavarma of Tirunavalir, Milatutaiya Nattan. This be- 
longs to the 17th year of Kannara Deva’s reign, i.e., 957 A.D. 
This inscription refers to another Narasimhavarma whom accord- 
ing to the Tamil usage Mr. Rao assumes to be the grand-father 
living a 100 years previous to him as a contemporary of Arürar. 
The other argument of Mr. Rao is based on the assumption that 
Céraman, the friend of Nāmpiyārūrar and the patron of Panapat- 
tiran, a musician, was the contemporary of Varaguna Pandya who 
was according to Tiruvilaiyatal Puranam, the Pāņdya patron of 
the same Pāņapattirar. From Arürar's verse that Siva creates 
confusion amongst those kings who do not pay tributes to the 
Pallava king?$, Mr. Gopinatha Rao concludes Arürar must have 
lived inan age when Pallava supremacy was being questioned by 
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its subordinates. Mr. Rao refers to the Udayēndram Plates and 
to the Trichy. Inscription of Varaguna to conclude that these 
refer to this period of Pallavas’ fall. He assigns these Goes 
to the9th century A.D. This essay of Gopinatha Rao was written 
in 1905, but subsequent research has shown that the Udayendram 
Plates belong to the age of Nandivarma Pallavamalla who ruled 
between 733 and 795 A.D. In view of this conclusion, the argu- 
ment based on the inscription of Kannaradéva also falls to the 
ground, 


IV 


The late Mr. K. Srinivasa Pillai, in his Tamil Varalāru, Part 

II, concludes that Ārūrar must have lived in the reign of Danti- 

varman. He proceeds to fix the lower limit and the upper limit 

of the age of Arürar. Having come after Appar and Campantar, 

Ārūrar should be later than the first half of the seventh century. 
As according to Mr. Pillai, Māņikkavācakar lived in the age of 

Varaguna II and since Ārūrar does not refer to this saint, Ārūrar 

must be anterior to 862 A.D., when, according to Mr. Pillai, 

Varaguna ascended the throne. Ārūrar meets the Cola living 

under the shelter of his father-in-law, the Pandya and this Cala, 

therefore, should be one of those who preceded the powerful 

Vijayalaya, who required no such protection and who ascended 

the throne in 849 A.D. As Panapattirar, who came to Céraman 

Perumal is said to be a musician in the court of Varaguna must 

be Varaguna I, the grand-father of Varaguna II. Mr. Srinivasa 

Pillai within these upper and lower limits fives definitely the year 

825 as the date of Cēramān and Ārūrar leaving this world on the 

basis of the tradition that Kollam Era began, on the date Cēra- 

man Perumal left Malayalam for Mecca for becoming a Muslim. 

i Mr. Pillai refers to the mention of the name of Kaļarcinkan by 
í Ārūrar. But this name according to him is an honorific title 
M rather than a proper name. He feelsit cannot refer to Rājasimha 
|| because in his age of peace and no war, none would have refused 
to pay tribute to him whereas Ārūrar in the Citamparam hymn 


4 mentions such refusal. He is forced to conclude that Ārūrar was 
à a contemporary of Dantivarman who was conquered by the Rāts- 
4 raküta king Govinda III and who, therefore, must have found it 


difficult to collect tribute from his subordinates, Because he has 
built temples like Kailāsanāthar temple in Ālampākkam of the 
Trichy. Dist., wherein he enshrined the Dantilingam named after 
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him, Mr. Srinivasa Pillai feels that he was such a great patron of 
Šaivism as to be referred to in the Tiruttontattokai. But Danti- 
varman, though he had built the Kailāsanāthar temple is consi- 
dered to be a Vaisnavite?? who had built and renovated Vaisna- 
vite temples; and some told that Tirumankaimanan was a con- 
temporary of Danti as well as Nandivarma Pallavamalla. 


V 


Dr. Mīnāksi on other grounds confirms the period of Arürar 
as the first half of the 9th century, making Ārūrar a contemporary 
of Nandivarman III, the Tellarerinda Nandivarman and not 
Dantivarman.9? 


She writes: “The first half of the 9th century, which is the 
date generally assigned to Sundarar (Arürar) seems to receive 
confirmation from his own padigam ‘Tiruttondattogai’ where he 
describes among other Siva bhaktas ‘Kadal sülnda ulakelam kāk- 
kinra perumān kādavarkēn kaļar-cingan'*!—that is, the Kādava 
king, Singan, with the kalal (anklet), who is guarding the entire 
world surrounded by the sea. The mention of him as Kadavar- 
kon leads us to believe that he was a Pallava king probably a 


contemporary of the Saint’’.® 


Very carefully she lays down the requirements: “The follow- 
ing points must be satisfied by an attempt to identity the mon- 
arch. Firstly, the Pallava king must be a sufficiently prominent 
ruler; it would be well if it could be shown that his activities 
extended beyond the seas to justify the description ‘Kadal sülnda 
ulagelàm kakkinra peruman’. Secondly, ‘Kalal Singan’ undoub- 
tedly implies that he was a warrior king. Thirdly, this Kadavar- 
kon must have also been a great devotee of Siva in order to receive 
such an encomium from Sundarar (Arürar)".9? 


Applying these tests, she concludes that Nandivarman III 
satisfies these requirements: 


«Now the king who best satisfies all these points seems to be 
Nandivarman III, who may be said to have ruled the Pallava 
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kingdom between the years 840-865 A.D. Let us proceed to con- 
sider the points raised above. We have no direct evidence to 
assert that Nandivarman III extended his sway beyond the seas 
by conquest. However, we find that the economic relations of 
South India with the outside world were well established in the 
9th century A.D. From the Nandikkalambagam, we learn that 
Nandi was a master of a navy and from the inscriptions of his 
period it is clear that he encouraged external trade. The mari- 
time relations of the period are further corroborated by an ins- 


iption in Si i | vani Nàrana 
* cription in Siam which mentions a tank called A nam 


evidently named after Nandivarman III (whose title was Avani 
Naranan).™ 


She refers to Prof. Nilakanta Sastri for her arguments. © 
Prof. Nilakanta Sāstri has also suggested in editing the Takuapā 
inscription from Siam that the builder of the tank was probably 
a prominent noble from Nangir in South India, who “went over 
to Takua-Pa and became the author of some charitable works in 
that locality. The name he gave to the tank was reminiscent of 
the political allegiance he owed to Nandivarman III.’ 


«These observations are sufficient indications to explain the 
description ‘kadal sūlnda ulagelàm kakkinra peruman’® says she, 
and she continues: Regarding ‘Kalal Singan' a better descrip- 
tion than this, of the Victor of Tellaru, cannot be sought. The 
Velürpàlaiyam grant and the Bāhūr Plates glorify Nandivarman 
as a great warrior. Further, his own inscriptions which attribute 
to him the epithet “Tellarerinda Nandivarman’ the very object 
of the Kalambakam and the introductory verse in the ‘Bharata 
Venba’, establish his fame as a victor. Besides, in the Kalamba- 
kam we read: *Araikalal muditta Avani Naranan’6?—Avyani Nāra- 
nan who wears the victorious *anklets. Again we have *Kurai 
kalal Vīra Nandi,” i.e., the heroic Nandi (who wears a) jingling 
kalal—and in another place we find him described as the lion 
among the Pallava kings—"Pallava kēļari?”.69 Thu the name 
«Kalal Singan’ noticed in Sundarar's (Arürar's) poem is supported 
by these phrases in the Kalambakam.”70 

Be a S M Pall ini 
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“That Nandivarman was a great Saiva devotee is evident 
not only from the epigraphy of the period but also from the 
Kalambakam where he is spoken of as one whose mind is always 
concentrated on Siva: ‘Sivanai muludum maravada cintaiyan’.72 


“Other facts may be adduced in support of the view that 
*Kalal Singan’ of Sundarar (Ārūrar) was Nandivarman III. The 
Periyapurāņam relates that *Kalal Singan’ was a Pallava king who 
distinguished himself by invading the northern regions and defea- 
ting the kings of the North"??, She proceeds to quote from the 
Kalambakam: ‘‘Céra Colarum Tennarum Vadapulattarašarum 
tirai tanda" — **besides the Cera, Cēļa and the Pāņdya kings, the 
kings of thc North also paid tribute to the Pallava king Nandivar- 
"man" and from Vēlurpāļayam Plates to prove that the northern 
enemy was the Rastra Kita king who had in the reign of Danti- 
varman claimed tribute from the Pallavas. She has quoted a 
verse.? She writes: “It thus becomes evident that the chief 
northern enemy of Nandivarman III was the Rāstrakūta against 
whom the Pallava king led an invasion soon after he ascended 
the throne of Kāīci to liberate his kingdom from the payment of 
the tribute. This is implied in the phrase: ‘rajyasriyam samavā- 
patent 


And, she continues:— “The successful raid of the Pallava 
king against his northern foes was enough at once to rouse the 
jealousy of the southern kings, and give them an opportunity to 
join together under the Pāņdya leadership for a fight against the 
Pallava king, on his return from the north” (at Teļļāru).” 


She sees a reference to this in Sundarar: (Arürar): "In his 
padigam on the god at Sirrambalam he makes a reference to the 
Pallava king. He says: ‘(lere in Sirrambalam) resides the God 
who punished those kings who refused to pay the tribute due to 
the Pallava king’—‘Urimaiyar Pallavarkkut tirai kodā mannavarai 
marukkkafjeyyum, Perumaiyār puliyürc cirrambalattemberuma- 
naipperramanré.’ Here is clearly a reference to the refusal of the 


71. Verse 97, ibid., p. 301. 
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southern kings to recognise the Pallava ruler. Again, we have 
another verse of Sundarar (Ārūrar) where the same defeat of the 
southern kings is implied though under a different context. 


igam on the God at Nattiyattangudi, Sundarar 
(Ārūrar) purposely pays tribute to his friend Kētpuli by referring 
to the latter’s military exploits. He says that Kētpuli was suc- 
cessful in a war against a host of enemies—''Kūdā mannaraik 
küttattuvenra kodiran Kotpuli." Again, in his Tiruttondattogai 
he praises Kētpuli as one famous for his victory—‘‘Adal sülnda 
vel Nambi Kotpulikkumadiyen." 


“In his pad 


«That Kētpuli was a contemporary of Sundarar (Arürar) is 
certain; and in the Periyapurāņam we read that he was a com-. 
mander of the army under his contemporary king who was evi- 
dently the Pallava Nandivarman III. It is also narrated that 
Kētpuli was suddenly ordered by the king to fight against his 
enemies in a battle where he distinguished himself by defeating a 
host of kings.” It is thus evident that Kētpuli was one of the 
leaders of the Pallava army which engaged itself against the 
southern kings at Tellāru.”77 


She concludes: “The course of events described so for en- 
bles us to distinguish the Pallava king as a great hero. His devo- 
tion to Siva and his interest in Tamil literature deserved well the 
unique eulogy from his contemporary Saiva Nayanar who in the 
presence of Siva at Tirumérrali extolled Kāīcī the capital of the 
Pallava as the city on earth: ‘Parir Pallavanür matirkafici māna- 
karvay-c Cīrūrumpuravir rirumērraļi-c civanai Ārūrannatiyā natit 
tontana rüranconna Cirür pātavallār Civalokafi cērvārē”.””78 


She dismisses the theory identifying Kalarsingan with Raja- 
simha very summarily in a foot note.” ‘Pandit M. Raghava 
Iyengar identifies ‘Kalal singan' with Rajasimha.8° This is 
untenable as Sundarar (Arürar) cannot be assigned to an earlier 
date than the first half of the 9th century." 


76. Periyapuragam: Kotpuli Nāyanār Purāņam. 
77. Pallava Administration, p. 305. 
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It is very unfortunate that she has not here given us her 
reasons. {s she relying on the tradition about Céraman’s depar- 
ture to Mecca and the beginning of the Kollam era? The tradi- 
tion about the Kollam era may be conveniently examined at this 
place. 


Though there is a tradition that Kollam era began with the 
disappearance of Céramàn, the inscriptions give a different story 
about the introduction of this new era. The inscriptions of Mala- 
bar always speak of their dates as coming so many years after the 
foundation of Kollam — **Kollam tēnri...... antu"8! The question 
arises what is the meaning of the phrase “Kollam tēnri”? Teivac- 
cilaiyar, a commentator on the Tolkappiyam throws some light 
on this problem. The Tolkappiyam describes the standard dialect 
— ‘Centamil’ and the Provincial dialects — ‘Kotuntamil’. This 
commentator enumerates the 12 provinces and in addition speaks 
of 12 countries from which foreign words or ‘ticaiccol’ came into 
Tamil. The following is an old sutra of Agastya he quotes: The 
old Kollam, Kūpakam, Sinkalam on the South of the river 
Kumari, Konkanam, Tuluvam, Kutakam, and Kunrakam on the 
west of Saiyyam, Karunātam, Vatuku, Telunku and Kalinkam 
on the east of Saiyyam or the mountain.” He finds that this 
description of Kollam as being south of Kumari does not agree 
with the state of affairs existing in his own times. He therefore 
proceeds to explain as follows: “Of these, Kūpakam, and Kollam 
became submerged under the seas and perhaps, people were made 
to immigrate to a new city on the northern bank of the Kumari 
river which was the same name as Kollam.” This suggestion 
agrees with the conclusions of modern research that in 822, old 
Kollam disappeared because of erosion by the sea and in 825 the 
new Kollam was founded at its present place, Quilon. There- 
fore, this tradition of departure to Mecca has no historical value, 


On the tradition that Céraman going away as a Muslim to 
Mecca, an event celebrated by the new era of Kollam referred to 
as already stated in Tamil varalaru, Mr. G. V. Narayana Aiyar 
expresses himself very forcibly in his work on ‘Origin and Early 
History of Saivism in South India’: 


81. Travancore Archaeological Series, Vol. III, pages 57 and 58. 
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«Tt will be clear to any one who reads the above mentioned 


arguments? that the conclusions are unworthy of acceptance, 
since they are based ultimately upon a baseless tradition about 
Cēramān Perumal becoming a Mahommedan. We know that 
Céraman Perumal is a Saiva saint glorified by Sundarar (Ārūrar) 
and cherished by all the Tamils even at the present day. Such 
a thing would be impossible if Geraman Perumal had become a 
Mahommedan.*4 


VI 


Mr. C. V. Narayana Aiyar like Mr. Gopinatha Rao, lays 
much emphasis on the fact of the meeting of the Géra and the 
Pāņdya on friendly terms, when Arürar went to Tirupparankunram. 
The Colas and the Pāņdyas were intermarrying in this period. It 
was therefore against the Céras, the Pandyas were leading their 
expedition off and on. "Therefore he procceds to find out the 
Pāņdya in whose reign there was no such expedition and who 
might be taken to be the king of Madura to whom Céraman came. 
Arikēsari is said to have defeated the Kerala many a time.® 
Kēccataiya Ranadhira, his son fought against the chieftain, Āy 
Vel of the South Malabar and not against the Cera king and his 
son was Rājasimha Pandya. Rajasithha’s wars were all against 
the Pallava. Pandya’s hostility against Colas and Céras was 
renewed only during the reign of the donor of the Vēlvikkudi 
grant, Pandyan Netuficataiyan and continued during the reign 
of Sri Vallabha. Mr. Aiyar concludes: “When we remember 
that friendly relations must have prevailed between the Cola, the 
Céra and the Pandya and that the Pandya king must have been 
a Šaiva devotee, we more or less lay our flnger upon Ranadhira's 


son Rajasimha. The inscription speaks of him as having wio 
ped Paśupati at Pāņtikkotumuti.”86 


He interprets the reference to *Kütàmannaraik M CT VUA 
Kotpul? as alluding to the battles against those who came 


83. i.e., of Mr. K. Srinivasa Pillai in his Tamil Varalāru, Vol H 66 
84. Page 445. 4 3 EU UD: 


85. Par alavum taniccenkor kēraļanaip palamūrai 
Ep. Ind. XVII, p. 300, 11. 56-59. i Falyum..... venrukontum — 
86. Ep. Ind., XVII, p. 455. 
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against the Paņdya Kētpuli as the commander of the Cola force, 
fighting on the side of Pandya, commanding the whole army. He 
next points out that the enemy so fought was Nandivarma 
Pallavamalla — the battles were those mentioned in the Udayén- 
dram plates of the 21st year of Paliavamalla’s reign, viz., 753 or 
754 A.D. In passing it may be noted that Mr. Gopina i Rao 
also concluded that Ārūrar was a contemporary of the Udayēn- 
dram plates though he assigned 9th century for them. Mr. Aiyar 
assumes that Ranadhira who ruled before Rajasimha must have 
been known as Varaguna which is the name of the Pandya patron 
Panapattira and that Céraman was a contemporary of Ranadhira 
and Rājasirnha. 


He further refers to the poem: 


*Apparuk kenpat tonru arulvata vürarukku-c 
Ceppiya nālettir reyvikam — Ippuviyir 
Cuntararkku mūvāru toniiana Campantarkku 
Antam patinàru ari." 


“Appar lived 81 years; Vātavūrar (Manikkavacakar) 32 years; 
Arürar 18 years; and Campantar 16 years" and remarks: 


*'Apürar became a devotee of Siva only after he was called away 
by the Lord on the eve of Ārūrar's marriage. He must have 
been about 16 years old at that time. Thus as a devotee and 
'Tevàram hymner his life consisted of only two years, that is bet- 
ween his 16th and 18th years. So when he knew his contempo- 
rary Kētpuli, Ārūrar was between 16 and 18 years old. That was 
about the year A.D. 731, as we have concluded just now. There- 
fore the Pandaya king who honoured him was Rajasimha 1.37 


Therefore according to Mr. Aiyar, the contemporary of 
Ārūrar was Nandivarman II, the Pallavamalla. But he was a 
‘paramavaisnava’, — a staunch Vaisnavite — who was interested 
in the construction of Parame$vara Vinnagaram and Nandipura 
Vinnagaram and he therefore could not have been included as 
Kalarcinkan in the list of Saivite saints by Ārūrar. 


Somasundara Desikar had suggested that Kalarcinkan was 
Narasimhavarman, the Mamalla, the conqueror of Vātāpi and 
that therefore Ārūrar was his contemporary. This would make 
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Appar and Campantar contemporaries of Ārūrar (Cuntarar), 
Ārūrar gives the total number of hymns sung by Appar and this 
could have been done only after the death of Appar. Some time 
must have elapsed before Ārūrar could make those reverential 
references to them as he has done. Therefore, the age of 
Mamalla is too early a period for Arirar. 


Mr. M. Raghava Aiyangar, Mr. T. V. Sadasiva Pandarattar 
and other scholars have suggested as already mentioned the age 
of Rājasirnha or Rājasirnhavarman II as the age of Ārūrar and 
we had seen the criticism levelled against this conclusion by 
Srinivasa Pillai and Dr. Minaksi. 


It will be thus seen that one or other of the important 
Pallava kings who reigned between 575 and 850 A.D. from 
Simhavisnu to Nandivarman III, has been referred to as the con- 
temporary king of Ārūrar by one scholar or another. But if the 
force of all the arguments are scientifically weighed there may 
not be any great difficulty in fixing the age of Ārūrar. 


Part III 
THE LOWER AND UPPER LIMITS OF ARURAR’s AGE 


I 


We may now try to fix the lower limit of Arürar's age. 
Images of Arürar came to be set up in the temples. Kulēttunka 
II refers to these images in reverential terms.? Rājarāja had set 
up the images of Arürar and Nankai Paravaiyār in the Rājarājēs- 
vara Temple and these images are included in the list of images 
set up in the temple within the 2lst year of his reign.9? This 
takes us to the beginning of the llth century. But the wife of 
Uttama Cēla who began to reign about 969 A.D. was called 
*Arüran Ponnampalattatikal."9? Ārūrar is one of the names of 
Cuntarar. In an inscription belonging to the 8th year of Uttama 
Cēla's reign the dowager queen provides for reciting the Tirup- 
patiyam.** Tiruppatiyam means the Tēvāram hymns. Nampi 
Antar Nampi was thought of as the person who collected these 


88. S-II., Vol. VII, No. 485; p. 298. 
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hymns and we have suggested that he belonged to the regin of 
Ādityan of beginning of the 10th centry. But the hymns were 
sung even in the 9th century during the reign of Nandivarma. 
There is a copy of an old inscription preserved on the walls of 
the Tiruvallam temple belonging to the 17th year of Kē Vijaya 
Nandi Vikramapanmar which provides for the singing of the 
hymns: 


*Innellilt tiruvamirtukku nellu arunürruk kātīyum tiru- 
vunnalikaiyul ļārātittup pācarikkum Sivabrahmanarkku nellu 
aiüifiurrukkatiyum Sri pali Kottuvvarkkum nellu aifinürruk- 
katiyum  tiruppallittàmam  parippárkkum  Tiruppatiyam 
pàtuvarullitta palapani ceyvarkkum  nellu nānurrukaāti- 
yum,” 92 


“Of this paddy, six hundred kādi of paddy (are allotted) for 
offerings; five hundred kādi of paddy to the Saiva Brāhmaņas who 
desire to be fed, beginning with those in charge of the store-room 
of the temple; five hundred kadi of paddy to those who beat 
(drums before) oblations; four hundred kādi of paddy to those who 
pick (flowers for) temple garlands, and to those who perform 
various (other) services, including the singers of the Tiruppadtyam.” 


If this is considered to belong to Nandivarman III, it will 
take us to the middle of the 9th century. 


The casual way in which the reference to the reciting of 
Tiruppatiyam is made, suggests that it was, in the reign of 
Nandivarman III as usual and widespread as other services. Un- 
fortunately, the full force of this argument had not been realized. 
If this is correct, Nandivarman III's reign will be the lower limit 
of the age of Arürar. 


II 


As for the upper limit, we can take 642, the date of the cap- 
ture of Vātāpi by Cirutoņtar, the contemporary of Campantar 
and Appar, as the starting point. As already pointed out, Ārūrar 
must have lived at least a generation after Appar to make all 
those reverential remarks about these saints contained in his 
hymns. If the reference to the ta$arīri” voice in Rajasimha’s 
inscription is as claimed by Mr. Gopalan and others, to an incident 
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in Pūcalār Nayanar story, Āruūrar could not have lived earlier 


than Ràjasimhan, because Ārūrar includes Pūcalār in the list of 
saints in his Tiruttontattokai. 


Ārūrar, therefore, must be either a contemporary of or one 
who lived after Rājasimha. The question is which of these two 
alternatives would be correct? If we could assume that Ārūrar 
came in the latter part of Rajasimha’s reign he would be more or 
less a generation removed from Appar and Gampantar and also 
could have known the incident about Pücalàr Nayanar's story. 
It has already been pointed out that Nandivarman Pallava II, 
being a Vaisnavite could not have been referred to by Arürar as 
a great Šaiva saint, that Dantivarman could not have been re- 
ferred to as *Katal cülnta ulakelàm kakkinra perumàn' and that 
by the time of Nandivarman III the hymns had become sacred 
enough to be recited in the temples. This argument leaves Rāja- 
simha alone fo be considered seriously as the contemporary of 
Ārūrar. We have already emphasised the fact that Ārūrar in his 
Tiruttontattokai is speaking of the Pallava king in the present 
tense. In the Pūcalār Nāyanār story, Cekkilar refers to the king 
as Katavarkéman possibly following Ārūrar who speaks of Kalar- 
cinkan as Katavarkon. 


It has been argued that the name Kalarcinkan is not a proper 
name, None can argue the *kalal would have been there in the 
proper name. *Kalal' means a heroic anklet and it comes as an 
epithet to any king or warrior of heroic fame. If this is omitted, 
we get Cinkan alone as the proper name and this not a name 
unknown to the Pallava family. Kopperuficinkan coming almost 
to destroy the Cola Empire could not be the person referred to by 
Ārūrar who came many centuries before this Pallava chief. Simha- 
visnu and Narasimha Māmalla are too early for Arürar. This 
leaves us Rajasimha or Narasimha II alone to be taken into con- 
sideration in fixing the age of Arürar. It is only in the absence 
of anyone having Cinkan as his proper name that one will be justi- 
fied in taking that name as an honorific title. Taken as an honori- 
fic title, it would be under certain circumstances as good as à 
proper name and we have no evidence whatever to show that 
either Pallavamalla or Danti or Tellarerinta Nampi had such 
specific title. The description of Nandi in Nandikalampakam as 
Kolari cannot be taken as such a specific title as Vita] E. or 
‘Avani Naranan occurring in that Kalampakam. __ 
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Following Dr. Minaksi, Dr. Rajamanikkam combines two 
descriptions in Nandikkalampakam: “‘Kalal Nandi’ and ‘Pallavar 
kēļari?5 and underlines the word ‘kalal’ in the first phrase and 
‘ari’ in the second pharase to conclude that Nampi is Kalarcin- 
kan.” If we follow this method of literary equation, there is not 
any king who may not be called Kalarcinkan as will be clear to 
any student of Tamil literature. Reliance is often made on the 
Periyapuranam by Dr. Rajamanikkam?” for this kind of interpre- 
tation. But when Cékkilar speaks of *Katavar kuricilārām kalar- 
perufi cinkanārtām,* it is clear that he speaks of the proper name 
of the king as Cinkan. He refers to him as Simha the Great, 
even as the admirers of Kopperuficinkan in the later age, sing of 
the Pallava chieftain of the 12th and 13th centuries A. D. 


It is argued that in the traditional story about Kalarcinkan 
given in Tiruttontar Tiruvantáti and Periyapurāņam, he is said to 
have cut off the hand of his own queen for smelling the flower set 
apart for God at Tiruvārūr, whose nose was cut off by Geruttunai- 
yàr and that this could be true only of the queen of Nandi- 
varman III. We had already pointed out of the discrepancy 
between the description of Ceruttunai found in Ārūrar and that 
given by this tradition. We had also noted the acts of cruelty 
sometimes described in the Puranas are moreimaginary than real. 
We also suggested that Arürar mentions the names of kings for 
their great patronage and propagation of Saivite Religion than 
for anything else. Therefore, the suggestion that the queen whose 
hand was cut off was probably Sanka the Jain queen of Nandi- 
varman III, the daughter of the Jain king Amēghavarsa, rather 
than Rangapatākai, the queen of Rājasimha who herself was a 
great patron of Saiva temples, carries no weight. If such an 
event had occurred in the reign of Nandivarman III so as to be 
celebrated in the verse of Arürar, one may expect a reference to 
what was considered to be a glorious act in any one of the inscrip- 
tions of Nandivarman III. On the other hand, in Bāhūr Plates, 
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Nrpatunga, the son of Nandivarman and this queen, after the 
death of Nandivarman, that is after this cutting off of her hand, 
if ever it took place, speaks of the queen-mother as the mother 
of the people, the incarnation of the good fortune of the king, 
the most beautiful queen well versed in the various arts. To 


suggest that these were written after her hand was cut off cannot 
be believed. 


III 


Mr. Srinivasa Pillai's objection to Rajasimha being the con- 
temporary of Ārūrar is that in his peaceful age, no one would 
have refused to pay the tribute as referred to by Arürar: *Urimi- 
yar pallavarkkut tirai kota mannavarai marukkam ceyyum 
perumaiyār puliyürc cirrampalattem perumānai-p perrāmanrē.'101 
Nor. according to him and others, could the reference in the 
Periyapuranam!? to the conquest of northern territories by 
Kalarcinkan be true of Rajasimha. 


It is true, the historians of the Pallava period once came to 
the conclusion expressed by Gopalan: “His reign appears to have 
been completely peaceful and free from foreign invasions."!?? As 
late as 1943,1°4 the epigraphist speaks of Rajasimha's reign as 
comparatively free from political disturbances.1?5 


But a study of the "Historical Sculptures of the Vaikunta 
Perumal Temple, Kaüci', by Dr. Minaksi, has completely upset 
this theory and she writes in a note on page 53 of that work: It 
is believed that the reign of Rājasimha did not witness any war- 
fare. However, from the sculptures of the Vaikuntaperumāļ 
temple we are able to gather that his rule was marked by some 
disturbance probably towards the end of the reign and just before 
the coronation of Parame$varavarman II. This piece of evidence 
is supported firstly by (Rajasimha’s) birudas which glorify him as 
a mighty ksatriya and a great wrestler. In the inscriptions of his. 
temple, RajasimheSvaragrham, he is described as Śri Aparajitah, 
Sri Amirtamallah, Sri Arimardhanah and Sri Āhavakēsari. In his 
oft quoted prašasti he is known as the great wrestler — and as 
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one who is always victorious in battle (Raņajayah). Secondly by 


a foreign source, namely Chinese text, we learn that, ‘In the 
year 720 A.D., the king of the kingdom of South India, chelittna- 
lo-seng-kia (Sri Narasimha) proposed to employ his war elephants 
and his cavalry to chastise the Ta-che (Arabs) as well as Tou-po 
(Tibetans) and others. Moreover, he asked that a name be given 
to his army; the emperor praised it greatly and named his army 
“the army which cherished virtue.”1%6 


‘So far we have not obtained any internal evidence to sup- 
port Rajasimha led any expedition against the Arabs and the 
Tibetans. However, it is not unlikely that he had some northern 
enemy whom he defeated. In this connection we may refer to a 
note by Krishna Šāstri who has suggested that in the period of 
Rājasimha, the Pallava dominion was ambitious enough to extend 
to the distant islands.”197 


The history of Rajasimha's reign is described through the 
sculptures of the panels 14 to 19 in wall No. 5, lower row of the 
Vaikunta Perumal temple. Dr. Mīnāksi describes them as follows 
in her Memoirs of the Archaeological Survey of India No. 63— 
The Historical Sculptures of the Vaikuntaperumal Temple, 
Kāīci, pp. 31, 32 and 33: 


“Panel XIV. — The son and successor of Paraméévaravar- 
man was Narasimhavarman II, surnamed Rājasimha. Pallava 
history tells us that he was a great Saiva devotee, who constantly 
wore on his head Siva as his crest jewel. 'Sivachūdāmaņi” was a 
surname of Rajasimha. He is best remembered as the builder of 
the great Kailāsanātha temple at Kāūcī. Though his surnames 
pronounce him to be an excellent warrior, his rule is generally 
believed to have been free from foreign invasions. 


“The present panel first represents his coronation.!9 He 
looks a very handsome king, and it is no surprise that he is des- 
cribed in the Kailasanatha inscriptions as he who possesses the 
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grace of Cupid” and as “one whose beauty is unrivalled.” It 
appears as if Rajasiha was married immediately after his coro- 
nation, for soon after this scene we see him standing with his. 
mahishi, perhaps the famous Rangapathākā.!? The king holds 
the right hand of his gueen and is leading her. Their facial ex- 
pressions, their dress and their poses bear striking resemblance to 
the royal portraits of a king and queen depicted on the monolith, 
the so-called Arjuna’s Ratha at Mamallapuram. Therefore, we 
may tentatively conclude that the king and queen depicted here 
in this panel are the same as on the monolith at the Pallava sea- 
port. The military commanders and chief officials of the realm 
are paying their respects to the newly crowned sovereign. 


“Panel XV. — The sketch of Rea of this panel is far from 
being a faithful copy. "This picture shows in fact a continued 
attack of horsemen and elephants from the left and foot-soldiers 
from the right on a fortress standing at a height. The fight as 
seen in the picture is very severe. To the right of this, the king 
sits on an "āsana and under a chatra. To his left are sitting two 
men; one on an ‘dsana’ and the other on the floor. We cannot 
fail to notice in this panel the armed soliders and horsemen vigo- 
rously engaged in a conflict on one side, of the panel, and the 
king sitting with an anxious and grave look on the other half. 
We have said that Rājasirhha's rule is generally accepted as one 
free from warfare, but it is possible that he met with troubles 


towards the end of his rule, either from the side of the Chalukyas 
or from some other enemy." 


«Panel XVI. — In this the king is seated on his throne. An 
individual with a kirita on his head stands on his left and is touch- 
ing the king’s shoulder in the act of consoling the king who looks 
very worried. Another man stands to the right of the king with 
his hands in añjali. Two more men are seen to the right of the 
throne; the one on the top has his hands in afijalà and the one 
below is standing. Next comes a building constructed on high 
plinths and covered with a roof bearing close resemblance to the 
Kailasanatha temple at Kafci. Below this 


temple are depicted 
two men seated on the floor. 
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"Panel XVII. — This represents the same king seated on his 
throne. This portion of the panel is slightly damaged. A small 
man stands to the left of the king in the act of reporting some 
important news. To the left of this man, we seem to find the 
picture of a soldier (dressed), his head being demaged as well as 
his hands. He is depicted as if he is about to fall down. Perhaps 
he is a wounded soldier who was one of the men defending the 
fortress represented in panel XV. Two tiny attendants are stand- 
ing by the side of the throne. The two men whom we saw by the 
side of the king in panel XV are again standing here, the one 
with his arms folded and the other anxiously watching something. 
Before them stand two men wearing turban-like head-dresses, the 
foremost reporting something. Behind these are two elephants’ 
with riders on them. 


“Panel XVIII. — The king and queen are seated on the 
throne. The queen’s figure is very much damaged and so also 
the bust of the king, whose head is also missing in the actual 
panel, though Rea’s sketch includes it. Two Brahmins are seated 
on the floor below the king’s seat, as if they are praying for the 
welfare of the king, In the top right corner to the left of the 
king are two men, one facing the other, in the act of carrying a 
man in a cloth hammock to the presence of the king. This also 
scems to be a wounded chief. The carriers are feeling the weight 
of the man who is being carried. We have also a number of men 
who are distinctly shown as if excited over something, very likely 


over the presence of the wounded chief.!! 


“Panel XIX. — This depicts the coronation of Parame$vara- : 
varma II, the predecessor of Nandivarman Pallavamalla.”112 


Therefore Cékkilàr's reference to war in the northern coun= 
tries seems to be borne out by these sculptures. The Kūram 
Plates describe the successful war which Paramésvara I, the father 
of Narasimha carried against the Chalukyan king Vikramaditya. 
Panel X1! in the Vaikunta Perumal Temple and XII describe 
his capture and destruction of the Chāļukyan capital into which 
the Pallava king and queen enter. Panel XIII! which precedes 
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Panels XIV representing the coronation of Rājasimha shows that 
the war was not over when Paramēšvara died and when Nara- 


sinha ascended the throne as may be seen from Panel XIII des- 


cribed by Dr. Minaksi. Panel XI" already described thus seems 
to be a continuation of the present warlike activities of the Palla- 
was represented in Panel XIII.” Thus Rājasimha's contribution 
to Saivism as stated by Cēkkiiār, begins after his conquest of the 
northern country.1!8 


IV 


Whilst referring to these sculptures of Vaikunta Perumal 
Temple one may refer to a few other facts mentioned by Cekkilar 
which are also confirmed by the description of these panels by 
Dr. Minaksi. As these are connected with the story till now nar- 
rated, they may be discussed conveniently here. We had already 
mentioned the reference in Skandapuranam to Aiyatikal Kātavar- 
kón and Kalarcinkan. As already stated there is a confusion of 
names: for we find Aiyatikal himself being called Simha or Kalar- 
cinkan. But what is important is that this Purana perpetuates 
some lingering tradition of the close proximity of the reign of 
Aiyatikal and Kalarcinkan. According to this tradition, we find 
Aiyatikal abdicating his throne in favour of his son. The same 
tradition is preserved in Periyapurāņam. Cékkilar speaks, in the 
second verse of Aiyatikal Katavarkon Puranam, of this king sub- 
jugating first his enemies. The poet next refers to Aiyatikal’s rule 
being according to Dharma, Saivism, and Védic faith. In the 
third verse he is said to be desirous of serving the Lord through 
literature. He is described as feeling the yoke of political sove- 
reignty as a source of grief; therefore he crowned his son as king 
in his place and took to a life of service composing a song on 
every one of the temples of Siva he visited. 


The question arises who was the king who had thus abdicat- 
ed in favour of his son? Tradition preserved in the Skanda 
Purana suggests that we should look to this king very near the 
age of Rajasimha, if our assumption that Kalarcinka is Rājasirhha 
is correct. True to our expectations, we find the scene of abdica- 
tion depicted in one of the panels Preceding the description of the 
lives of Rājasirnha and his father Paramēšvara, Panels XVII 

116. P. 30. 


117. P. 31. 
118. Kaļal., 2. 
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XVIII and XIX (on wall No. 5, upper row) describes the incidents 
in the life of Mahéndravarma II, who has abdicated in favour of 


his Son Paramésvaravarma. Dr. Minaksi describes and comments 
on the Panel as follows:119 


"Panel XVII.—After the .death of Narasimhavarman I 
Mahamalla, his son Mahéndravarman II succeeded to the throne. 
We have neither copper-plates nor stone inscriptions of this 
Mahendravarman except a few references to him found in the 
grants of his successors. 


“The Küram grant!° of his successor Paramēš$varavarman I, 
says that Mahéndravarman ‘throughly enforced the sacred law 
of the castes and orders’ and the Ka£akudi plates glorify his bene- 
volent charities towards temples and his devotion to Brahmins. 
This pious-minded patron of Brahmins seems to have ruled only 
fcr a short time. This may be due to more than one cause, We 
must know that Narashimavarman I ruled for a long time and 
when the Pallava throne came to his successor, the latter, i.e., 
Mahēndravarman II, must have been a fairly old man. Secondly, 
being pious-minded himself, he did not perhaps care to continue 
as king very long, and might have renounced the throne if favour 
of his young and enterprising son Paramē$svara. That Mahendra- 
varman II ruled only for a short time is not only corroborated by 
the complete absence of any inscriptions dated in his reign but 
also by the next panel where we have the old king witnessing the 
coronation of his young son. 


“In this panel we witness the coronation of Mahéndravarman 
II. Two royal elephants are depicted on the right upper corner. 
The corresponding lower half of the sculpture is effaced. 


«Panel XVIII.—The king sits on his throne with three atten- 
dants standing behind and one sitting below. In front ofthe king 
stands a man with a conical head-dress and another individualis 


standing behind bim. 


j “Panel XIX.—This panel is divided into two halves. In the 
upper register we have the old king who sits on his throne. The 


119. pp. 27 and 28. 
120. SIL, Vol. l, p. 152, i. 17. 
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crown on his head is missing, perhaps indicating that he had re- 
nounced his kingship. Four attendants are standing behind him, 
the foremost having his hands in añjali. In the lower register is 
represented the coronation of the young son, to whose right we 
see two officers, seated, the one in front folding his hands in 
aitjali. 1% 


There is no other abdication of this kind found in the whole 
history of the Pallavas depicted in these historical cd If 
we assume that the phrases Aiyatikal Katavarkon a Katavar- 
kon Kalarcinkan have been interpreted by the Purana writers as 
Kātavarkēn the son of Aiyatikal or Kalarcinkan Lie son of Aiyati- 
(al, then we get three kings, Aiyatikal, Katavarkon and Kalarcin- 
kan corresponding to Mahēndravarman, Paramésvaravarman and 
Rajasimha. It is not found that Paramésvara had ever the specific 
title of Katavarkon unless we assume that the legend Kathacitra 
on an ancient gold coin refers to this king.!?* But the Kūram plates 
justify his being called the great Pallava by the people of his age. 
However, except for the purpose of showing that this tradition to 
a certain extent is based on historical fact as shown above, much 
reliance could not be placed on this, when we conclude that the 
Purāņic writers have been confused over this interpretation. 


Cēkkilār who knew better makes Aiyatikal, the king that 
abdicated. The name Aiyatikal itself proves this story. Cékkilar’s 
reference to Aiyatikal's propagation of Dharma, Saivism and 
Vēdic path is amply borne out by the references in the Küram 
plates and Kāsākudi plates. All these still further strengthen our 
interpretation that Kalarcinkan is Rajasimha. 


V 


The story of Rajasithha’s conquest is weil established by the 
sculptures of Vaikunta Perumal Temple. What we have stated so 
far satisfies the second test laid. down by Dr. Mīnāksi that 
Kalarcinkan should be a warrior king. So far, it has been pointed 
or that Rajasiha led his expedition successfully against the 
northern king. This may not answer the objection raised by Mr. 
Srinivasa Pillai on the basis of Arürar's reference to subordinate 


121. Pl. XII, 4. 


122. Dr. Mīnākgi, Administration and Social life under the Pallavas p. 89, 
note 47. 
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king of Pallava refusing to pay tribute to Kalarcinkan. Dr. 
Minaksi, we had already pointed out, suggests that there were 
disturbances probably towards the end of the reign of Rājasimha. 


We may now turn to find out if more particulars could be 
obtained. Prof. Nilakanta Sastri assigns to Arikésari Maravarman 
of the Vélvikkudi grant and Smaller Sinnamanir plates, whom he 
identifies with the Arikésari Parankusa of Larger Sinnamanūr 
plates, a period between 670 and 710 A.D., and to his son Kēcca- 
taiyan of Vélvikkudi grant whom he identifies as Jaila of the Lar- 
ger Sinnamanir plates the period between 710 and 740 A.D. The 
Pàndya records of Arikésari do refer to his wars with Pallava. 
The Larger Sinnamanür plates speak of the *Villavarum nelvēli- 
yum viri polil Cankaramankai-p Pallavarum pinkanta Paranku- 


can.” 


Prof. Nilakanta Sastri writes as follows: — "But amidst all 
this uncertainty, one large fact stands out clearly. Itisevidently 
under this king that the Pandyan power comes into collision, ap- 
parently for the first time in this period, with its neighbours the 
Pallavas on the north and the Kēraļas on the west; and as im- 
portant successes seem to have been won, we may take it that the 
Pāņdyan kingdom extended its territorial limits in both these 
directions beyond its traditional boundaries. And this expansion 
of Pāņdyan rule into foreign territory, that is, into territory lying 
outside the traditional limits of the Pandyan country, remains a 
permanent factor in the history of the rest of the period, and 
leads us to describe it as the Age of the First Empire." 


Ārūrar refers to Netumāran in two places. Oneisin the list 
of Saivite Saints given by him in Tiruttontattokai. The other is in 
his Tiruvatikai hymn. In the latter hymn he describes Siva, ‘Poti- 
yātu Tirumeni Netumāran mutimel Tennanaik kutapalin vatapalin 
kunapal cērāta cintaiyān.”!?** The word Netumāran here is split by 
some editors into ‘Netumal’ ‘tan’ so as to make it refer to Visnu. 
The description of this person is given as “Potiyātu tiruméni” — 
one whose form is besmeared with the sacred ash and the word 


123. The Pandyan Kingdom, p. 53. 
124. 38: 8. 1 
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which follows is Tennan which brings to our mind the name of 
the Pandya — Tennavan. Netumaran or the Kin Pandiyan came 
to besmeared with the sacred ash by Campantar who is reputed 
to have sung the famous Tirunirruppatikam or the hymn on the 
sacred ash, in which Campantar himself states that it was sung 
to cure the Tennan. Bearing all this in mind one cannot help 
taking the phrase Netumaran in the present context to refer to 
the Pandya king Netumaran on whose head or crown, Siva as the 
real Pandya of Pandyas is said to rest as the ruler of the south 
without ever thinking in his mind of the east, the north or the 
west. This phrase suggests the same idea a Siva Cūdāmaņi explain- 
ed later as a title of Rajasimha Pallava. > 


The question then arises whether this Netumāran or Arikēsari 
was a contemporary of Ārūrar. To justify the period, Prof. Nila- 
kaņta Sāstri had assigned to Arikēsari whom he admits ought to 
be identified with Kūn Pantiyan the contemporary of Tiruñāna- 
campantar who in his turn was a contemporary of Ciruttontar, 
the destroyer of Vatapi in 642 A.D.; he states that “‘Ciruttontar 
was older and Māravarman (Netumaran) was perhaps younger. 
than Jüanasambandar."??» If according to Prof. Nilakanta Sāstri, 
Arikégari ruled up to 710, Ārūrar could have been a younger con- 
temporary of this Pantiyan king. 


Other scholars make Koccataiyan Ranadhiran and Rajasimha 
I, the contemporaries of Rājasimha suggesting for them the period 
between 680-765 A.D. The Pandya Rājasimha is according to 
Dubreuil, a grandson of the Pallava Rajasimha through his 
daughter married to Kēccataiyan Ranadhiran.126 If this were 
true, ordinarily there might not have been conflict between the 
Pandyas and the Pallavas after the said marriage unless the mar- 
riage alliance failed to bring about a political alliance. Tf there 
was any conflict, it must have been before the marriage. But 
there is room for suggesting that Rājasimha claimed some kind 
of suzerainty as suggested over the Pāņdyas. 


Further evidence is furnished by his coins which bear the 
legend Sribhara or Srinidhi which are the Specific birudas of 


125. Note: P. 54, Pandyan kingdom, 
126. Pallavas: pages 68-69, 
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Rājasirnha. Some of these coins bearing ‘this legend on the ob- 
verse side, have a fish or double-fish on the reverse which is 
usually considered to be the Pandyan emblem.” As Dr. Minaksih 
points out, even as the coins of Rājarāja the great, contain fish 
and the bow the undoubted Pandyan and Céra emblems, sugges- 
ting thereby the supremacy claimed by the Colas over the Céras 
and Pāņdyas, the coins of Rājasimha contain in addition the 
Pandyan emblem as such suggesting the recognition of the 
Pallava's supremacy by the Pāņdyas. This suggestion is still 
further strengthened by a reference in the Chinese Annals where 
it is said that the ambassador coming from Ràjasinha was pre- 
sented by the Chinese Emperor amongst other things with a purse 
bearing an emblem in the form of a fish.128 


The Pāņdyas must have consolidated their kingdom during 
the troubled days of Pulikésin’s and Vikramaditya's invasions. If 
they had taken part in stemming the tide of his foreign invasion 
probably at the battle of Nelvēli praised by Arürar and if there 
ensued a matrimonial alliance between the Pallavas and the 
Pandyas, there might have been no conflict between these two 
royal families even with reference to the territories recently con- 
solidated by the Pandyas. To start with in the beginning part of 
Ārūrar's life, Netumārān's fame must have become widespread all 
through the Tamil Kingdom and his name must have become a 
legend to be celebrated in the Pantikkovai of Iraianar Akapporul 
commentary. Later on Ráàjasimha overcoming the enemies must 
have become the Emperor and the ruler of the seas at the time of 
Arürar singing his Tiruttontattokai. 


Apart from the Pandya, there must have been other subordi- 
nates. The Gangas who might have been the subordinates of 
Pallavas, might have tried to escape from the supremacy of the 
Pallavas when Rājasimha came to the throne even as they didin 
the reign of the previous Pallava kings. Sivamara I ruled between 
679-726 A.D. This makes him a contemporary of Rājasimha.!?? 


*Givamara's reign witnessed a Pallava invasion carried with 
a view to redeem the defeat sustained at the hands of Bhu 


127. Coins of South India, Eliot, p. 132. 

128. Toung Pao Series II, Vol. 5, pp. 4445; Pallava Administration of 
Dr. Mīnākshi: p. 90. 

129. E.Carnatica, Vol. III, M.D., 112. 
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Vikrama (Sivamara's brother and previous ruler) Sivamāra is 
said not only to have confirmed his elder-brother's conquest but 
also energetically maintained his control over the Pallavas and 
received hostages from them. While he was extending his sway 
in the South and East, his country was invaded by the great 
Chalukya sovereign Vinayaditya, who ruled between 680-696 A.D.. 
Chāļukya records describe Vinayaditya as arresting at the com- 
mand of his father, the excessively exalted powers of the Ghēļa, 
Pāņdya, Kérala, and Pallava kings and gratifying his father's 
mind by bringing all these provinces into a state of peace and 
quiet, and reducing Kalabhras, the Haihayas and the Malavas 
into a similar state of servitude and his hereditary servants, the 
Alupas and the Gangas." But all this is however an empty 
boast. The Gangas were often considered to be feudatories by 

the Pallavas and the Chàlukyas and the Chalukya Vinayaditya 
must have been defeated by Rājasimha as soon asthe latter came 

to power, and all this vain boast, probably refers to their first 

success obtained before Rajasirnha put them down. The other 

people who might have been subordinates paying tributes might 

be the petty chieftains like Kalabhras, Malavas and Haihayas 

enumerated above. 


After all, all the subordinates could have been defeated by 
the Pallava at the time of his succession itself, if they had attemp- 
ted to make common cause with the northern enemy the Chāļu- 
kya. If that was so, one can easily understand the reference to 
Kotpuli by Ārūrar, "Kūtā mannarai-k küttattu venra Kētpuli.!*! 
Kētpuli Nāyanar is described by Ārūrar as living in the Cēļa 
country. From this Gēkkiļār assumes that he (Kotpuli) was a 
commander of the Colas. But even then, it may be assumed that 
the Cóla might have sent the commander to help the Pallava 
king. GCēkkiļār refers to Kētpuli going to the cruel frontier which 
may probably refer to the northern frontier of the Tamil land. 
But in the absence of specific references, all these have to remain 
as guesses. The guestion was also discussed whether Kē sad of 
Tiruttontattokai and Periyapuranam could have been the e ejas 
porary of Ārūrar as the father of Vanappakai and C. 


190. LA., VI, p.87, 88; ibid., VIL, p. 303; Ep, Ind. Vol Be 
131. 15: 10. 
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Ārūrar had further known personally some feudatory kings 
who might have been the subordinates of Rajasimha. Ēyarkēn 
was probably the Haihaya referred to in the inscription of Chāļuk- 
ya. It is said that he was hostile to Ārūrar to start with, though 
he came to be reconciled ultimately with our Saint. Though the 
reason given is that Ízyarkon hated Ārūrar for making God run 
on his errants, one may suspect that there might have been some- 
thing more than this — perhaps political hostility against Ārūrar, 
the supporter of the Pallava cause. Perumiļalaikkurumpar as the 
name itself suggests should be a chief of the Kurumpar clan; he 
was a follower of Ārūrar.  Naracinkamunaiyaraiyar, another 
feudatory chief was bringing up Ārūrar when the latter was 
young; Munai Natu or Munaippati Natu is as pointed out by 
Gopinatha Rao, the Céti country and Munaiyaraiyar was there- 
fore the king of the Céti and his name Naracinka itself proves 
that it was probably assumed by him as a recognition of the suz- 
erainty of Narasimha II another name of Rājasimha. 


VI 


We have to point out that Ārūrar does not speak of any re- 
bellion by the subordinates of Pallava paying the tribute. He 
seems to be referring to God Himself creating confusion possibly 
in the countries of those subordinates who think of not paying 
the tribute thus seeing something divine in the Pallava rule. 
Naturally this shows the public opinion of the age looking upon 
the troubles falling on the heads of those who failed to pay the 
tribute as so many divine punishments. This feeling must have 
been created in the minds of the pēople and more so in the minds 
of subordinates themselves. If this is all that is intended by 
Ārūrar, one need not be looking for a rebellion in the south. 


The full significance of Ārūrar's reference to Pallavas in the 
Tillai hymn may be brought out in this connection. The Pallava 
is referred to as possessing the right to rule or protect this coun- 
try, *Mannulakam kaval pinta urimaiyār Pallavar.182 The poet 
of the Lord confusing the kings who do not pay tribute to Palla- 
vas and this the poet speaks of as the greatness of Lord of Citam- 
param. He speaks of the joy of our good fortune in having Siva 
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as our Lord — Šiva who helps to escape from the fetters of yama 
or Death — Siva who blesses us with His Heavens. The Lord has 
become thus our possession, thanks to this greatness, the great- 
ness of confusing the kings — that is the import of this verse, 
There is clear reference to the Pallava, as an Emperor. This 
imperial title seems to have seem connection with Citamparam, 
if we may believe the story given in Periyapuranam that Kürruva 
Nayanàr was very anxious to be crowned at Citamparam. The 
poet seems to feel that the peace and prosperity which the 
Pallava king Rájasirha brought were a divine gift. If however 
this Tillai hymn is taken as referring to revolts against the 
Pallava, it need not be wrong. Our study suggests that this hymn 


belongs to the last part of Ārūrar's life, probably after the death 
of Rajasimha. 


VII 


Mr. Nārayaņa Aiyar was in search of a period when the Céra 
and the Pandya could have met as friends and he had pointed out 
that there was no hostile relation between the Pandya and the 
Cēra in the regin of Ranadhira and his son Rājasirnha. We had 
also suggested that Ranadhira who was the grand-father of Vara- 
guna might have been himself known as Varaguņa — the Vara- 
guna who was the patron of Panapattira, a musician, who went 
to Céraman Perumal. One may assume that Ārūrar went to the 
Pandya court when one of these Pandyas entertained the Cola, 
the Cēra and our saint. As it was suggested, that at least a gene- 
ration should have elapsed after Campantar and before the age 
of Ārūrar, that we may assume Ārūrar began to compose his 
hymns during the last part of Rajasimha's reign. In that case he 
might have survived Rājasimha to witness the troubles in the 
country which arose after Rājasimha as well as the dynastic re- 
volutions. He might have sided Citramaya as against Nandi andl 
this may explain why he restricted himself to the worship of the 
temples in the Pandya, Céra and Konku countries in the latter 
part of his life. Rajasiha Pandya’s inscription speaks of his 
worshipping at Pantikkotumuti, a place worshipped by Ārūrar 
where he sang the famous Paficaksara hymn beginning with 
«Marrup parrenakku.”1%3 


133. H. 48; Madras Muscum Plate. 
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If we take this view of the life of Ārūrar,it must be admitted 
that it goes against the verse which gives 18 years as the life 
period of Ārūrar. No such statement is made by Cékkilar and it 
is not possible that our saint could have performed such pilgri- 
mages as described by Cēkkiļār within the short space of one or 
two years. Though Ārūrar might not have become as old as 
Appar, his poems show he must have lived sufficiently long to 
undergo all the experiences referred to by him; in any case, he 
could not have been below 30 at the time of his demise. 


In seven places Ārūrar describes himself as ‘Ciruvan’., In 
three places, this word ciruvan comes after the word Cataiyan;1% 
in one place it comes after the name of his mother Icaiñāni;!35 in 
another place, after the names of both Cataiyan and Icaifiani.136 
In these five places, it means no more than a son. In these refer- 
ences themselves, he refers to himself in addition, as the father of 
Vanappakai is one instance!” and as the father of Cinkati in 
another.!$ The father of a daughter could not have been a mere 
boy. In two other places he uses the word ciruvan to describe 
himself without reference to his father or mother; both the hymns 
are those sung after he deserted Cankili. Perhaps it shows his 
modesty though there may also be a reference to his repentance 
for the sinful act of desertion. In these two references this word 
is compounded with his greatness; that he was famous for captur- 
ing the minds of Siddhas;!39 that he was great as a hero of good 
conduct!?^ where this word ciruvan seems to suggest a pathetic 
fall in his own eyes. The usage of the word ‘Bala’ in Sanskrit 
may be compared with this usage of ciruvan. In any case, if he 
was as old as Appar, he would not have used this term to describe 
him, though this word ciruvan cannot mean ‘a boy’ in any of the 
places wherein Ārūrar uses it. One who describes himself as the 


134. 7: 11: 34: 11; 47: 10. 
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father of the grown up girls of Vanappakai and Cinkati could 
not have been less than 30 years of age. 


If Rajasirnha ruled till 720 A.D., we may fix the period of 
Ārūrar's life between 700-730 A.D.; if Rajasimha’s rule is pushed 
back, this period of Ariirar’s life also will have to be pushed back, 
In general, one may conclude that he was born during the closing 
years of the 7th century to live through the first quarter of the 
8th century. 


VIII 


Dr. Rājamāņikkam assumes that the interval between the 
demise of Appar and Campantar and the birth of Ārūrar should 
be more than 30 years for he feels that a revolution had been ef- 
fected by Appar and Campantar in the religious world so that the 
world has passed from an age of religious controversy to a world 
of Saivite peace. He takes Appar to have been a contemporary 
of Mahéndravarman (615 to 630 was accepted by the Dr.), the 
Gunabhara, whom he had converted and of Ciruttontar, the con- 
queror of Vatapi in 642 A D., and of Netumāran (640 to 680— 
this period is accepted by Dr. Rājamāņikkam) whose fever, Gam- 
pantar cured. As appar spent the early part of his life as a Jain 
before converting Mahéndravarman, Dr. Rajamanikkam takes 
Appar to have lived from 580 to 660 A.D., on the basis of the 
verse which assigns 81 years of life to Appar. If Rājasimha is 
assumed to have ruled between 685-720 A.D., there are only 25 


years between the demise of Appar and the age of Ārūrar accor- 
ding to Dr. Rajamanikkam. 


I tm ie poctiivediduring the latter part of the 
period of Rājasirhha, there may be an interval of half a century 
enough to justify any change in the state of affairsin the country: 
The description of the country by Hiuen Tsiang shows that Bud- 
dhism was already on the decline. During the life of Appar him- 
self, if we were to believe the story as given in Bory purana 
the Jains had lost their importance. Therefore, B» dic ae of 
the demise of Appar, Saivism would have BET 0 tree place 
among the religions requiring no further period to elapse for the 
peaceful religious atmosphere said to portrayed by Ārūrar's 
verses. ) 
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But it may be stated that Arürar's verses do not portray any 
such absence of religious controversy. The following verses refer 
to the Jains and the Buddhists: 


“Kunta ticcaman cákkiyap péykal kontā rakilum kolla-k 8 
Kaņtā lumkaru ten."14 

“Verrarai-k karramanum viraiyātuviņ talamunnum 
Turrarai-t turraruppan tunnavatai-t tolilutaiyir, "142 

“Kuntatum camanarum cakkiyarum purankūrum.”143 * 

*Namananantiyum karumaviranum tarumacēnanum enrivar šā s 
Kumanamamalai-k kunrupolninru tankaļkūraiyon rinriye pot. 
Namanafiáüana fianatiónamen rotiyaraiyum nāņilā Y 


Amaņar,”14 ar 
“Kariya manaccaman kati yatu kalukkalal. Ee 
Eriya vacavunum tanmaiyē ... empiránukke.'^145 a 


*Poyaccaman porulaki intu nampi.”'146 

*Nanmai onrilā-t tērarpun camaņām 
Camaya mākiya tavattinar avattattanmai vittoli 
nanmaiyai vēņti].”*147 . 

*Kuntatiyum camanatiyum kurrutukkaiyar tàmum ES 
Kantarkanta karanammavai karutātukai tolumin.’’148 


“Mintarkku mintalar pēcēn.”149 

*Kuntatiya camanatarkal kutaiccākkiya rariyā 

«Miņtātiya vatuceytatu vānālvaru vitiyē.”'150 

“Motutaiya camanarkku mutaiyutaiya cakkiyarkku mūtam 
vaitta ! 


Pitutaiya puliyürccir rampalattem perumanaip perra 


manre.” !ē1 è 
141. 15: 9. ; 
142. 22; 9. 


: 10. 
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“Kuntarai-k kūraiyinri-t tiriyuficaman cākkiyappēy 
Mintarai-k kantatanmai viravakiya tennaikolé.’’152 


We have already assumed that the stories of religious perse- 
cutions are not warranted by history. Even during the life of 
Mahéndra and Narasimha and Rajasimha, Jains and Buddhists 
must have been living in the country peacefully. The Cittanna- 
vàsal*? paintings and the Jain Chandraprabha temple of Tirup- 
paruttikkunram known as Jina Kaūcī and the Jain remains at 
Tēni malai, Nārttā malai, Védal etc., show the continued existence 
of the Jain greatness. Rajasirhha built a Buddhist temple at 
Nakappattinam as revealed by the Chinese sources. Nor could 
we assume that there were not religious controversy in the age of 
Rājasimha. Sankaracharya is claimed to have visited Kāñci 
during the reign of one Rajaséna mentioned in the life of Sankara 
called ‘Sankara Vijaya Vilasa’ by Cidvilasa, and this Rājasēna is 
identified by Dr. Chintamani!®4 with Rājasimha Pallava, and 
Šankara in his Soundarya Lahari refers to Jfüànasambandar as 
the “Dravida $i$u'. If this age for Sankara, the founder of the 
Kāīci Kāmakētipīta Mutt of Kaücipuram is correct, we must 
conclude the religious and philosophical controversies which he 
carried on with the Buddhists and other philosophical schools 
would naturally belong to the age of Ārūrar. These considera- 
tions minimise the importance of Dr. Rajamanikkam’s arguments. 


IX 


Rajāsimha I or Narasimha II further satisfies the tests laid by 
Dr. Mīnāksi that any king to be identified with Kalarcinka should 
be a conqueror. Rajasimha's inscriptions describe him as a war- 
like king comparing him to the war Gol Subrahmanya. He is 
spoken of as the illustrious Atyaatakamah, the ¿chief of the 
Pallavas who crushed the multitude of his foes by his power or 
spear. He is described as Raņajayah,5 the conqueror in battle; 


152. 99: 10. 

153. Aņņalvayil —Perunkotai 1019; also see Centami], 
154. J.O.R., V. III. 

155. S.LI., Vol. 1, No. 24, Verse 5; 

156. V. 8. 


Vol. 6, pp. 12-17. 
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Chitrakarmukhah, the wonderful farcher;!5? Ēkavīrah,"$ the 
unrivalled hero. He is spoken of as having humbled those 
princes, who were puffed up with pride of abundant prosperity 
which they had acquired, by polity and prowess, depriving them 
of their intelligence in the mere space of knitting his brows; as 
having enjoyed the whole world which he had conquered by 
valour combined with polity and in which he had killed rebels 
and humbled kings; as having made all quarters obedient to his 
orders and proved himself a royal lion (Rājasimha) to the dunce 
troops of the elephants of his daring foes. Here the composer 
of the prasastiis punning on the name Rājasimha, and this brings 
to our mind an old poem quoted in ‘Yapparunkala virutti’ which 
makes use of the same punning: 


«Nilamiku kelvanum nérkalali nānum 
Nalamiku kacciyār kovenpave 
Nalamiku kacciyar kovayi nànum 
Cilaimiku tolcinkan avanenpave 


Ceruvitai yānai avanenpavē.”190 


«Tt is said that the Royal consort of this damsel of our earth 
and the Lord of the heroic and upright anklet is the Lord of Kacci 
(Conjeevaram) of growing beauty. It is said that he who had 
become the Lord of Kāūci of growing beauty is he, the Cinkan 
(the lion) (the Rajasirhha) of the shoulders of the bow. It is said 
in the battle, he isan elephant". This punning on the word 
Simha and the emphasis of the fact that he is an elephant are 
found in some of his birudas Purusn Simhah, Pārthiva Simhah, 
Vikramakēsari and Rajakuiijarah. 


The birudas or titles he assumed clearly prove that he is 
entitled to be called Kalarcifikan, a first rate warrior and a hero 


of many battles: 


“Ranajayah (Conqueror in battle); Aparajitah (the uncon- 
quered); Amitramallah (the wrestler with his foes); Akutobhayah 


157. This is repeated in Panamalai inscription —ibid., No. 31. 
158. V. 12; Ins. 24. 

159. S.LI., Vol. I, No. 24, p. 12ff- 
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(the fearless); Urjjitah (the mighty); Jayaparah (one whois eager 
for conquest); Atiranacandah (the excessively fierce in battle); 
Arimarddanah (the destroyer of his enemies); Ugraviryyah (he 
who possesses terrible prowess); Ugrapratapah (he who is endow- 
ed with terrible bravery); Ahavakésarih (the lion in battle); 
Kharavikramah (he who possesses harsh valour); Cakravarttih 
(Emperor); Capadvitiyah (he whose companion is the bow); 
Amitrasanih (thunderbolt to the foes); Apratimallah (the unri- 
valled wrestler); Ibhavidyadharah (he who possesses the know- 
ledge of elephants); Paracakramarddanah (the destroyer of hostile 
armies); Narēndracūļāmaņih (the crest jewel of princes); Rajarajah 
(king of kings); Vīrakēsarih (the lion among heroes); Ksatracūļā- 
maņih (crest jewel of warriors); Yuddhārjjunah (Arjuna in battle); 
Sangrāmarāmah (Rāma in wars); Sārvvabhaumah (the ruler ot 
the whole earth: Compare this with Arürar's description 'Ulake- 
lam kakkinra peruman’.1, Ksatravidrāvaņah (the dispeller of 
warriors); Ahavabhimah (he who is fearful in battle); Trailēkya- 
nāthah (the lord of three worlds); Diptapaurushah (he who is 
endowed with brilliant courage); Dānašūrah (he who goes to war 
only in order to procure the means for gifts — this expresses the 
idea popular in the Tamil country as ‘Kollar téem kuritta 
korram;!! Samara dhanaiüjayah (the congueror of wealth in 
battle); Bhīshaņachāpah (he whose bow excites terror); Ajayyah 
(the invincible); Āhavadhīrah (he who is frm in battle); Dusta- 
damanah (the subduer of the wicked); Kālakēpah (this is trans- 
lated as *he who resembles death in anger but Ārūrar has used a 
corresponding term Kāmakēpan!* in the sense of the enemy of 
Kama; interpreted in that way, this phrase will mean enemy of 
death); Purushasimhah (the lion among men); Parthavikramah 
(he who resembles Arjuna in valour); Bhimakantah (the terrible 
and lovely); Bhayarahitah (the fearless); Mahamallah (great 
wrestler); Bhuvanabhajanah (the possessor of the world) ; 
Mahéndraparakramah (he who resembles Mahéndra in heroism); 
Mahaprabhavah (the powerful); Ranavirah (the hero in battle); 
Yugāntādityah (the sun at the end of the world); Reed 


160a. 39: 9. 
161. Tol. 1012. 
162. 68: 6 
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(he who is firm in battle); Raņacandah (the fierce in battle); 

Raņavikramah (he who shows valour in battle); Atulabalah (he 

whose strength is unequalled); Ahitāntakah (the destroyer of the 

enemies); Apāravikramah (he whose valour is unbounded); 

A$vapriyah (he who is fond of horses); Akhandagasanah (he whose 

commands are unbroken); Akandasanih (the sudden thunderbolt); 

Amēghavikramah (he whose valour never fails); Anatamandalah 

(he to whom the provinces bow); Adbhutašakttih (he whose 

power is wonderful; Ascharyyaviryyah (the wonderfully brave); 

Apatadurddharah (the irresistible in attacking); Āšāvijayih (the 

conqueror of all quarters); Ahavéddhurah (he who is unrestrained 
| in battle); Ibhavatsarājah (he who resembles the king of Vatsa in 
the knowledge of elephants); Iddašāsanah (he whose commands 
are blazing); Ilāparamēšvarah (the supreme Lord of the earth), 
Ugradandah (he whose punishments are terrible); Ucchritaviryyah 
(the highly brave); Ugrašāsanah (he whose commands are 
terrible); Upēndravikramah (he who resembles Visnu in valour); 
Utkhātakaņthakah (the destroyer of rebels); Ēkadhanurdharah 
(the unrivalled archer); Atisāhasah (the daring); Anavagrahah 
(the unimpeded); Udvrttadamanah (the subduer of rebels); 
Ēkarājah (the Unrivalled king); Kalavikramah (he who resembles 
Death in valour); Jayanidhih (the receptacle of victory); Kalava- 
sanah (the black robed); Garvvitadamanah (the subduer of the 
haughty); Damitavyālah (the subduer of villins); Durvvaravegah 
(he whose speed is unrestrainable); Tungavikramah (the highly 
brave); Tivrakopah (he whose anger is fierce); Dharmmavijayi 
(he who is making conquest only for the sake of justice); 
Dāvāgnih (the wood-fire); Drptašāsannah (he whose commands 
are proud); Atanupratāpah (he who possesses no small prowess); 
Arinagah (the destroyer of the enemies); Avanibhajanah (the 
possesser of the earth); Aprativaryyah (the irresistible); Avan- 
dhyakopah (he whose anger is not fruitless); Amitrāntakah (the 
destroyer of his foes); Avihatasakth (he whose power is unresist- 
ed; Aratikalah (Death of the enemies); Anavagrahah (the un- 
impeded); Atisahasah (the daring); Gandhahasti (the scent ele- 
phant); Karanakopah (he who goes to anger with good reason); 
Candhadandhah (he whose punishments are fierce); Asahyakopah 


| 
| 
| 
| 
| 
l 
| 
| 
! 
| 
1 
| 


(he whose anger is unbearable); Varunapasah (the noose of Z 
Varuna); Dhairyyasagarah (the ocean of firmness); Pravrtta cak- y 
rah (the emperor); Nagapriyah (he who is found of elephants); 2 


Niramitrah (he who has no enemies left); Niraggalah (the un- 
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barred); Parantapah (he who distresses his enemies); Lēkasikhā- 
manih (the crest jewel of the world); Pārtthivasimhah (the lion 
among princes); Balapramathanah (the destroyer of armies); 
Pratibhayah (the formidable); Bhimavikramah (he whose valour 
is terrible); Rājakuūjarah (the elephant among kings); Varana- 
bhagadattah (he who reembles Bhagadattah in the knowledge of 
elephants); Vikramakésari (the lion in valour); Siragraganyah 
(the foremost among heroes).19? 


Amēghabāņah (he whose arrows never fail); Asahyamārg- 
ganah (he whose arrows are unbearable); Bhimakarmmukah (he 
whose bow is terrible); Uddhatavisikhah (he whose arrows are 
ever raised; Avismitah (the never perplexed; Amitramarddanah 
(the destroyer of his enemies); Ajimarddanah (the destroyer in 
battle); Durutsahah (the irresistible) 1% 


The Tirupporur piilars containing his incriptions describe 
him in terms of the birudas already mentioned and add a few 
more like Arikari késari (the lion against the elephant enemies).195 


An inscription found in the shrine of Mahēndravarmēšvara 
built by the son of Ràjasimha describee him as Ürjitah, whose 
bravery frightened the elephants of rival kings. He is described 
again as Lokaditya, the sun of the world, whose valour dried up 
the army Ranarasikah just as the heat of the sun does the mud. 
The description, is, as we have seen, confirmed by the Historical 
sculptures of Vaikuņtaperumāļ temple. In another inscription of 
Rangapatāka, the wife of Rājasirnha, Rājasimha is described as 
Kālakāla, whose bow had become manifest at the destruction of 
cities, who has split the parts of his foes.166 


It is very doubtful whether any other king bore as many 
birudas as Rajasimmha so much suggesting his greatness in war. 


163. S-II, Vol. 1, No. 25, p. 14 ff. 
164. Ibid., No. 26, p. 21 ff. 


165. S.I., Vol. XII, No. 27, p. 12. 
166. Ibid, No- 29, p. 23. 
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Part IV 


AGE OF ARURAR—CONCLUSIONS 
I 


The argument that terms like Kàtavarkon Tontaiman are 
used as titles of greatness only from the reign of Nandivarma 
Pallavamalla and that therefore Katavarkén Kalarcinkan cannot 
be earlier than the age of Pallavamalla may be next considered. 


The usage of the word 'Kātavarkēn* is considered by some 
historians to be comparatively of later date. Dr. Minaksi has 
brought together all the references to this word and its equivalent 
forms: Kātavarkēn is used in Ārūrar's hymn!® and Periyapura- 
nam.!9 Katuvettippéraraiyan is the title assumed by feudatories 
of Nandivarman III and Nrpatunga.!? Kadava Mādēviyār is the 
title of Nrpatunga’s queen!” and Kāduvettiis the name by which 
the Ganga king Sri Purusha refers to the Pallava king”? The 
earliest reference in the inscriptionsshown by her, belongs to the 
age of Nandivarma Pallavamalla of the 8th century. Pallava- 
malla’s father Hiranyavarma is referred to as Kātavēšakula 
Hiranyavarma Maharajah!” and Pallavamalla himself is called 
in his own inscriptions as ‘Katava kulam cirakkattonriya satyan- 
vita suputran.1 Taking these facts along with the absence of 
these names in the inscriptions of the early Pallava kings of the 
Simhavisnu line Dr. Minakshi concluded that these titles were not 
assumed by the Pallava as the titles of greatness but were besto- 
wed on them by the Tamil feudatories and their Tamil subjects.’ 


But the description Kātavarkēn, the ruler of the forest terri- 
tories, is appropriate to the early rulers as is clearly proved by 
the ‘Talagunda pillar inscription of Kakutstavarman!?? which re- 
fers to Mayürasarman defeating the frontier guards of the Pallavas 


167. 39: 9. 

168. Pūcalār., 9. 
169. S-II., Vol. III, page 93; Ep. Ind. Vol. XVIII, i, p. 11 
170. 400/1905. 

171. M.A.R., 1920; 51-52; M.A.R., 1918, para 76. 

172. S-II., Vol. IV, No. 135, 1. 2. 

173. Ibid., seetion d. 1. 1. 

174. Pallava Administration, P. 18. 

175. Ep. Car., Vol. 8, p- 24 ff. 
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and occupying the inaccessible forests streching to the gates of 
Sri Parvata. There is a poem quoted by the commentators on 
Tolkāppiyam!”$ which speaks of an invasion against the Vaduga 
frontier tribes by the soldiers of Tontaippallavan: 


**Mulaipóli timpal mancēru patuppa 
Malartalai ulakam ómpum enpa 
Paricilait tontaip pallavan anaiyin 
Vetcit tayattu viller ulavar 
Poruntà vatukar munaiccuram 
Katantu konta pallà niraiye." 17? 


Tontaiman, Tiraiyan etc., are all names assumed by rulers of 
the northern part of Tamil land now represented by Chingleput, 
Madras, Chittoor, North Arcot and South Arcot. 


Next we may refer to the reference to terms like Kadava 


in 
the earlier inscriptions. 


The earliest reference to Katuvetti is to 
be found in the ‘Sirakundas’ stone record of about 480 A.D.''$ 
One wonders whether there may not be an implied suggestion to 
the title ‘Katuvetti’ in the birudas of Rajasimha’ ‘Davagnih’ (the 
woodfire).? The Dalavanur cave inscription of Mahéndravarma 
I calls him Tootaiyantarventan.!*? 


“Tontaiyantar véntan curēntirap pēttaraiyan 
Venkottin tenpāl mikamakilntu-Kantan 
Caramikka Veūcilaiyān cattumallé cammen 
raranuk kitamaka vangu?'181 


The Vakkaléri plates refer probably to Rājasimha or his 
father as "Tiraiyarāja Pallavan.’ Dr. Mīnāksi herself in a note 
refers to the gold coins in the Madras Museum where the legend 
‘Katachitra’ is found in archaic characters. She writes: "If, 
‘Katha’ is an abridged from of *Kataka', synonymous with Kadava 
and if ‘Citra’ again is a shortened form of the names Citrakāra- 
puli and Citramēgha—surnames of Mahēndravarman I,—then we 
may suggest that these six gold coins belong to the Pallava king 


176. Akattinai Iyal., 54. 

177. Peruntokai, 970. i : 
178. Ep. Car., Vol VI, Cm. 50. < 
179. S-II., Vol. I, No. 25. 
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Mahēndravarman.!$? But we may suggest the meaning of tiger 
for the word *citra” in which sense it is used in Tamil literature 
possibly as a corrupt form of the word ‘citraka’. Some of the 
birudas of Mahéndravarman praise him as ‘puli’ in such titles as 
“Citrakarappuli.’ Whatever that may be, the important point is 
that on Palaeographical ground the archaic characters of this 
legend could be placed in the age of Mahéndravarman and this 
shows the term Katava was claimed as a title of greatness by the 
early Pallava kings themselves. These monarchs have become 
the rulers of the Tamil land and even if they were not the des- 
cendents of the old “Tiraiyas’ and Téntaiyar’, the ancient Tamil 
chieftains of this part of the country known to the Cankam poets, 
they would have tried to show themselves as Tamilians to please 
the Tamil subjects. That is how we find the ancient titles of 
Tiraiyan,18° and Tontaimàn!* being assumed by the Pallava kings 
even of the Simhavisnu line. 


The vélirs of Cankam age claimed to have descended from a 
great man who was born out of a pot reminding one of the both 
of Drēņa claimed as one of the ancestors of the Pallavas in their 
grants and inscriptions.1*° The story of the Pallavas having been 
born to a Nagi and connected with the sprouts is often referred 
to in their inscriptions and a connected story is referred to in 
Manimékalai.186 There is a story suggested by the very name 
Pulikātimāl referred to in Purananüru.?? "The story is told that 
whilst he was going on a hunting expedition he was asked by a 
rsi to kill a tiger which was coming unawares. 


Dr. Mīnāksi describes panel III on the wall No. 2 upper row 
of the Vaikunta Perumal Temple thus:— 


“This is a picture of a hunt. A man is represented in the 
act of blowing a trumpet as he is running. He is chasing two 
deer while a ferocious tiger is hiding himself in his den. To the 
extreme right are seen two men standing, while three others are 
also depicted witnessing the scene from their perches on a branch 


of a tree. 188 


182. Administration and Social life under Pallavas: p, 89, Note 47, 
183. Vakkalēri plates. 

184. Daļavānur inscription. 
185. Puram., 201. 

186. 25: 178; 24: 50 etc. 
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The Pulikatimal’s story seems to explain this panel better 
than any other explanation offered till now. 


All these go to prove that attempts were being made to con- 
nect the ancient chieftains of Tamil country with the ancestors 
of the Pallava kings even if they were not really sorelated. As 
we had already found reference to the titles like Kātavarkēn, 
Tontaiman even in the age of Mahéndravarman, one cannot say 
that they could not have been so assumed by Rājasimha or by 
his father or grand-father as titles of greatness. Ārūrar uses the 
words Kátavarkon,!*? Pallavar,!9? Tontaiman.!?! 


It has been assumed that reference to the Pallava and Kāta- 
varkón should be a reference to a contemporary king of Arürar. 
But the reference to Tēņtaimān could not be definitely said to be 
a contemporary king of Ārūrar because the poet uses the past 
tense ‘velippattaruliya’. The name Mullaivāyil like Kunavayil 
and Kutavayil suggests that the place was in the outskirts of a 
city or fort. In the period of Ārūrar, it was on the northern 
banks of Pālāru, which unfortunately had moved far south since 
then. Probably there was an oldcity there, which disappeared 
for some reason or other, to become overgrown with jungle. The 
tradition says that when the king passed that side on an elephant, 
the jasmine creepers into which the king's elephant was caught, 
would not allow the animal to take even a single step out, that 
therefore the creepers had to be removed and when they were so 
removed an ancient linga became visible and that the king was 
overcome by a feeling of reverence and he is said to have built a 
temple there. It is not clear who this Pallava king was. He might 
be Paramēšvaran the father of Rajasimha who might have on his 
march to Vātāpi passed through this Tirumullaivayil. Or, it may 
be even Ràjasimha who is himself praised for hislove of elephants 
and for his control of elephants: Ibhavidyādharah (He who pos- 
sesses the knowledge of elephants); Ibhavatsarajah (He who re- 
sembles the king of Vatsa in the knowledge of elephants); Nāga- 
priyah (He who is fond of elephants).92 The panels which 
according to Dr. Mīnāksi describe the history of Rajasimha, do 

show elephants. s 
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Therefore, one need not assume that the elephants referred 
to by Ārūrar is the Pattavardhana Pallavamalla. There is nothing 
in that epigraphic reference to Pattavardhana to justify any re- 
ference to ‘Vatatirumullaivayil’ and one cannot jump to the con- 
clusion that wherever in literature an elephant is referred to it 
ought to be the pattavardhana of Pallavamalla. 


One may next turn to the first test proposed by Dr. Minaksi 
for identifying any king with Kalarcinkan. She thought Nandi- 
varman III satisfied this test because traders of his land had gone 
to distant Siam to dig a tank in his name. This can prove only 
an economic relationship; even though to safeguard the economic 
trade there might have been a navy of Nandivarman III, whose 
existence is proved by Nandikkalampakam. It may be worth 
while to point out that all are not agreed that Nandivarman III 
was a star of the first magnitude in the Pallava heavens. Profes- 
sor Nilakanta Sastry writes:!9? 


*Dubreuil seems to exaggerate the significance of Teļlāru, 
when he writes that *this glorious campaign enabled him to reign 
peacefully notonly at Kā ūci but also on the banks of the Kaveri’. 
‘The poetry of the Nandikkalampakam should not be mistaken 
for history". “We may conclude", he writes on p. 75, “that if 
Nandi of Tellaru began his reign with a victory against Srīmāra, 
he lived long enough to sustain a defeat in his turn at Kudamukku 
inspite of the fact that on this occasion he seems to have been 
supported by several of his allies". 


It may be replied that Ārūrar lived to see the victory at Tel- 
làru and not the defeat at Kudamükku, and that it is not fair to 
judge a description of the victory like that of Tellaru which must 
have appeared as a great feat to the contemporaries in the light 
of other events of history like the glories of Rājasimha and others. 
One must accept the force of this reply but still it is open to point 
out that Rājasimha better fulfils the test than Nandivarman III $ 
especially when the argument proceeds on finding out a Pallava, 
fulfilling their own tests. ; a 


II 
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those days. Professor Nilakanta Sastry has given a translation of 
the extracts from Ts’ o Fou Yuan Kouei, a great Chinese Cyclo- 


paedia compiled about 1013 A.D. under the heading "692-720 
A.D. Embassies from South India to China”:!% 


“I. In the eighth year of K'ai-yuen (720), the king of the 
kingdom of South India, Che-li-Na-lo-seng-kia (Sri Narasimha) 
proposed to employ his war elephants and his cavalry to chastise 
the Tache (Arabs) as well as the Tou-po (Tibetans)! and others. 
Moreover, he asked that a name be given to his army; the emperor 


praised it greatly and named his army; ‘the army which cherished 
virtue’. 


"II. Inthe 8th year K'ai-yuen (720), the 8th month, the 
day ting-tch’eou, a decree was addressed to tchong-chow-men-hia 
to inform him that the king of South India having sent from afar 
(an ambassador) to render homage and pay tribute, and this 
ambassador being due to return, he must look after him with the 
greatest care till his departure and act in such a way that his 
desires might be fulfilled. The ambassador was therefore given 
a robe of flowered silk, a golden girdle, a purse with an emblem in 
the form of a fish and the seven objects; then he was sent away. 


«III. In the llth month, an ambassador was sent to confer 
by brevet the title of king of the kingdom of South India on 
Cheli-Na-lo-seng-k'ia pai-to-pa-mo (Sri Narasimha Pētavarman). 


“The texts marked I and II under year 720 are found again 
in Kieou T’ang Chou which adds the following: **the 9th month, 
the king of South India Che-li-Na-lo-seng-k'ia-to-pa (Srī Nara- 
simha Pētavarman) constructed a temple on account of the empire 
(i.e., of china); he addressed to the emperor a request asking from 
him an inscription giving a name to this temple; by decree, it was 
decided that the name should be *which causes return to virtue 
(Koei-hoa) and it was presented to him (i.e., the emperor sent 
Narasimha a tablet with the inscription Koei-hoa se, so that it 
may be placed on the front of the temple erected i 


n India b 
Narasimha for the benefit of China). y 


194. Foreign Notices of South India. p. 116 ff. 


195. In this period ‘the supremacy of Tibet was so firmly establi : 
Bengal that, for 200 years, the Bay of Bengal was known as Ue a NEM 
(BG., I. I. 501). 4 
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“The Narasimha, king of Kāūci, is known to us from the 
Mahavamsa and from the inscriptions of India; and relying on 
these last pieces of evidence, inscriptions Sylvain-Lévi has propo- 
sed to carry back the reign of this prince to about 700 A.D. 
(J. A. 1900 May-June); we see that his conclusion is borne out 
by the Chinese texts which speak at such length of Sri Narasimha 
Potavarman in 720" (Chavannes, p. 44n.). 


“The data given in these extracts from Ts's fou yuan Kouei, 
a great Chinese cyclopaedia compiled about 1013 A.D., are con- 
firmed by the following extract from Ma T wan-lln: 


*In the third of the years keen-fung (A.D. 667), the Five 
Indias (or five kingdoms of India) sent ambassadors to the court 
of the emperor. In the years kae-yuen (A.D. 713 to 742), an 
ambassador from Gentral India proceeded three times as far as 
the extremity of southern India, and came only once to offer 
birds of five colours that could talk. He applied for aid against 
the Ta-she (or Arabs) and the Too-fan (or Tibetans), offering to 
take command of the auxiliary troops. The Emperor Heuen- 
tsung (who reigned from A.D. 713 to 756) conferred upon him 
the rank of general-in-chief. The Indian ambassadors said to 
him: ‘the Fan (or Tibetan) barbarians are captivated only by 
clothes and equipments. Emperor! I must have a long, silk 
embroidered robe and a leathern belt decorated with gold, and a 
bag in the shape of a fiish.” All these articles were ordered by the 
emperor” ‘—Chavannes: Notes additionnelles sur les Tou-kiue 
(Turcs.) Occidentaux. Toung Pa II 5: pp. 1-110; and JASB vi, 
p. 71, for Ma-Twan-lin’’?% 

This extract establishes the greatness of Rajasimha’s navy 
and extends his reign to 720 A.D. Professor Sastri comments on 
these in his learned introduction:!?" 


«These embassies have not received the attention they 
deserve at the hands of Indian historians. ...But the most surpri- 
sing fact we learn from these records is that in 720 A. D. Nara- 
simhavarman II, the Pallava ruler Kafici, well-known under his 
surname Rājasimha, sent an embassy to China to inform the 
Chinese Emperor of his intention to go to war with the Arabs 
and Tibetans and asked the Emperor to give a name to his army; 


196. Pages 116-117, Foreign Notices of South India by K. A. Nilakanta Sastri. 
197. Ibid., pp. 16-17. - 
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he also sent word that he had constructed a temple on account 
of the Emperor and wanted him to give ittooaname. The 
ambassador that brought these requests was highly honoured and 
a Chinese embassy was sent in return to visit South India and 
gratify the wishes of Narasimhavarman. These precise references 
to Narasimhavarmam go to show that the usual chronology of the 
Pallava monarchs at the close of the seventh century and the 
beginning of the eighth is not as well founded as it is generally 
taken to be; it is possible that the reign of Narasimhavarman last- 
ed longer and that of Nandivarman II Pallavamalla began later 
than is generally believed.''!*9 


The reference in their extracts to Tibet and the Arabs is dif- 
fcult to understand. Professor Sastri next explains this riddle: 
«The mention of Arabs and Tibetans as the enemies of the Pal- 
lava kingdom in this period should also be noted. Separately or 
allied together, the Arabs and the Tibetans were more the enemies 
of China in this period than of any Indian state, and one may 
reasonably surmise that it was the Chinese court which, being 
impressed by the political power of Narasimhavarman in India, 
was.anxious to enlist his support in its plans against the Tibe- 
tans." 199 It is this we spoke of as a recognition of the supremacy 
of the navy of Rajasimha. Professor Sastri next quotes:?% 


“It js certain, according to the evidence of certain Chinese 
authors”, says Reinaud, “that the Tibetans, called Thufan by 
those writers, played in the seventh and eigth centuries A.D. a 
great part in Gentral Asia. Masters for a time of regions situated 
in the north-east and south-east, they made the emperors of China 
tremble even in their capital, A Chinese author says that, at an 
epoch which corresponds to the year 787, the emperor of China 
found himself constrained for his own security, to make an allia- 
nce with the king of Yunnan, the Khalif of Bagdad,, and certain 
Indian princes. The Tibetan arms seemed to extend to the re- 
motest parts of the Bay of Bengal; itis only in some such way 


that we can explain the name Tibetan Sea applied to the Bay b 
Ishtakri and Ibn Hawkal.?°2 ay by 


198. Pages 16 and 17, Introduction to Foreign Notices of South Indi 
199. Ibid., p. 17, Introduction, : e 
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If the Bay of Bengal was known as Tibetan sea and if Rāja- 
simha was the Lord of the Bay as well as the Arabian sea there is 
no wonder in the Chinese assuming that he was the best person 
to help China to conquer the Tibetans and the Arabians, on the 
mistaken notion that the Tibetans could be attacked from the 
Bay of Bengal. 

III 

Nor is this all. The Pallavas came to inherit the naval powers 
and trade of the Tamils in the eastern and western seas. The 
Andhra navy was inherited by the Pallavas who were, to start 
with, the governors of the Andhra kingdom as may be seen by 
their coins. The Andhras issued lead coins with a two masted 
ship. In the collection of Eliot’s coins, there are coins which bear 
the Pallava emblem of a bull along with the two masted ship and 
these have to be assigned to the Pallavas. During the times of 
Narasimhavarma Mamalla, Manavamma of Ceylon was helped 
by the Pallava navy, first unsuccessfully but at the second attempt 
successfully to become the king of Ceylon. Gopalan writes about 
this Ceylon invasion as follows: 


“The circumstances that led to the intervention of Nara- 
sirnhavarma I in the affairs of Ceylon are gathered chiefly from 
the Mahāvamša, (The Mahavaméga, ch. 47—Turnour’s transla- 
tion). It appears from this account that Manavamma, a Ceylon 
prince, having become an exile, fled to India, and, arriving at the 
city of Kaficipuram, managed to enter service under Narasimha- 
varman I with a view to secure his aid and ultimately to gain the 
Ceylon throne. Here he is described as having constantly enga- 
ged himself in the service of the king and proved his trustworthi- 
ness by many an act of bravery and loyalty. The Mahavamsa 
mentions in great detail the various acts of Manavamma, parti- 
cularly his services to Narasimhavarman I in his wars against the 
Vallabha, the Chalukya king: how once king Vallabha came to 


‘make war against Narasimha and how the Pallava king with a 


view to test Mānavamma left him at his capital city and proceed- 
ed to the battle-field alone, and how Mānavamma's affection 
caused him to leave the safety of the fortified capital and join his 
king in the field of battle in victory, defeat, or death. Such action 
was bound to increase Narasimha's esteem for him, and it is 
therefore not surprising that when the Ceylon prince prepared to 
go back to his country, Narasimhavarman I gave him a strong 


escort and an army with which he was able to secure the Ceylon 
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throne. But this success did not last long. Soon after, his army 
deserted him and the Prince of Ceylon came back once more to 
seek the help of Narasimhavarman I. Again Narasimhavarman I 
gave him an army much bigger than before and this time the 
Pallava king himself accompanied his troops as far as the harbour 
where his men went on board on their voyage to the shores of 
Ceylon. It is noteworthy that this naval expedition of Narasimha- 
varman I set sail from the ancient Pallava port, Mahabalipuram, 
which, according to contemporary account was a harbour at this 
time. It is worthy of note that Hieun Tsang (Beal, Records, 
Vol. II, p. 228) who stayed in the city. for a considerable time 
(circa 642) recorded the fact that ships go to Ceylon from Kāīchi, 
and that it extended by twenty miles to the coast. Tirumangai 
Alvàr also records that Mahābalipuram was a busy port in his 
hymns on this place and particularly notes that in its harbour 
ride at anchor ‘vessels bent to the point of breaking laden as they 
are with wealth, big trunked elephants and nine gems in heaps”: 


*Pulankolnitik kuvaiyotu pulaikkaimma kalirrinamum 
Nalankoļnava manikkuvaiyum cumantenkum nànrocintu 
Kalankaliyan kummallaik katanmallait talacayanam 
Valankolmanat taravarai valankolen mataneīcē.” 


(Peria Tirumoli, Katanmallai Hymn, V. 6). 


<«This second naval expedition was a complete success and 
must have made a profound impression on the contemporary 
powers of south India. The Kāsākkudi plates which confirm the 
conguest of Ceylon justly compare this achievement of Narasim- 
havarman I with that of Rama’s conquest of Lanka. Prince 
Manavamma was firmly placed on the throne, and not until 
‘Narasimhavarman Ps death did trouble overtake him again.” 202 


This is guoted in full to give usa graphic Picture of the naval 
power of the Pallavas which Rajasimha inherited, 

Dr. E. Hultsch (im his article on Contributions to Singhalese 
Chronology, J. R. A.S., 1913—p. 517) whilst pointing out that 
Narasimha is spoken of as a Kāduvetti (Kanduvetti being a mis- 
take for this word) uses:the word Rajasiha twice to refer. to this 
king? probably because the original uses that name as well, The 
name of the enemy of the Kāduvetti is given in the Mahavamsa, 


202. Pp. 98-100, History of the Pallavas of Kāici by R, Gopala 
203. P.527, 529, valan. 
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as Vallabha and Vallabharaja.2% Vikramaditya, the son of Puli- 
késin II speaks of himself as Sri Vallabha in his Gadval Plates.205 
This combination of Rājasīha. which is the Pāli form of Rāja- 
simha, and Vallabha would suggest that the war was between 
Rajasimha and Vikramaditya. As Rajasithha was also called 
Narasimha, the Mahavamsa perhaps uses both the names. Pro- 
bably it is the use of these two names that misled Wijasinha into 
translating the verse 7 of Ch. 47 of Mahavamsa so as to suggest 
that Kaduvetti was a different person from the Pallava king first 
mentioned in that chapter. To support this reference to Raja- 
simha’s attack on Vātāpi, we can refer to Rangapatāka, Rāja- 
simha's wife whose inscription comparer her husband's valour 
before a city to Siva standing before rhe Tripura. Manavamma is 
given the year 720 for his accession by Turnour* but of course 
certain deductions have to be made in these years. "These con- 
siderations, however, require further elucidation and examination. 


IV 


We had already referred to the coins of Rajasimha and these 
also are signs of his naval power. The Vayalur pillar inscription 
of Rājasimha throws further light on the naval power of this 
king: The word ‘Dvipalaksam’ occurs in this inscription. “May 
he exercise the royal prerogative and take up the vow of adminis- 
tering (his) subjects up to the extremities of his kingdom, as even 
to include the thousand islands, he, who is known by the name 
*the great wrestler' (Mahamalla) on account of his (skill in) hand- 
to-hand fight, who is excessively devoted (Atyantakama) ever to 
serve at the pair of the lotus feet of Sambhu (Siva), who is the 
blessed cloud (Sri Mēgha) that makes the mass of crops, the 
Brahmins prosperous, who is the Moon to the ocean of (his) race, 
“the victorious in battle’? (Ranajaya) and “the storehouse of 
Prosperity" (Srinidhi). 

“Jiyatmahésvarasikhamani diptamauliryyodharjjani sakala 
lēkanarēndrasimha (1) Sambhēh pādāravindaddvaya paricaraņē- 
nityamatyantakāmah srimēdhē viprasasyakravibhakarē vyomarat- 
nēghachandrah/Rājyāntaravāgahavidotamhāmalla sabdah/ pra- 
janai raksadikshadhikaram vahatu ranajayah/ srinidhidvipalak- 
sham (2) (Text—Ep. Indi., XVIII, P. 145)". Mr. Krishna Sastri 


204. Ch. 47, verses 15, 18, 24. 
205. Ep. Ind., No. X, No. 22. 
206. Mahawanso, P. LXIII. 
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whose translation we had given brings out the significance of this 
term in the following note: 


“This is a doubtful translation of the word ‘Dvipalaksam’ 
(the translation given in the text ‘thousand islands’). I propose 
to take it as an avyayibhava deriving it ‘dvipa laksyantē yasmin 
karmaniiti’. (Dvipah laksam yasmin’ etc., is another suggestion 
— H. 8)". Ifthis interpretation is correct, it shows that the 
Pallava rule must have extended in the time of Rajasimha even 
to the distant island in the ocean. The word ‘dvipa laksat’ and 
with ‘a’ repeated we may translate ‘up to the thousand islands’. 


Could there be a reference by dhvani in the word dvipalak- 
sam to the Laccadive Islands ealled laksadivpa in Sanskrit? The 
exact relation that might have then existed between the Pallavo 
king Ràjasimha and the Laccadive islands has nowhere been 
found. In this connection it may not be out of place to point 
out that Dr. Vogel in his learned contribution on the Yupa ins- 
criptions of the king Mūlavarman from Koetei (East Borneo) 
(Nederlandsh Indie, 1918, p. 192) asks : “Suppose the powerful 
Pallava princes of Kaücipura had equipped armadas and carried 
their arms to the remote shores of Champa and Java, may we 
not assume that their conquest on the far side of the ocean would 
have been extolled in their prasastis with no less effusion than we 
find lavished on their victories over the Cbàlukyas?" Here we 
have though not a prasasti, at least a significant hint that the 


Pallava dominion was ambitious enough to extend to the distant 
islands. 


This suggestion receives further support from the references 
to Rajasimha in the Chinese annals already mentioned. 


V 


One more suggestion may be made. The subordinates in the 
Tamil land are found to assume the titles of their paramount 
king.” Perhaps in the Eastern Archipelago also such a practice 
obtained. The Java king Jayanagara of the 14th century when 
Sundara Pandya ruled in South India assumed the Pàndya title 
Sundarapandya and the Pandyan emblem of double fish. lone king 
assumed the name of his suzerain overlord, Sundar 
With these facts in mind where one reads an 

.f. idel vidu i : E 
T DEN Pp aa Fosspiguga Vikramaditya — 
208. -Bk. I, VII, 2, 1904, pp, 311-14 — 


a Pandya.?9$ 
inscription 


Nilakanta Sastri. 
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of the king Jayavarman II of Cambodia, who ruled at about the 
time Rājasimha was ruling in South India, describing Jayavarman 
as Rājasimha, one wonders whether it implies any acceptancc of 
the suzerainty of this Pallava king. The Pallava kingdom was 
not unknown to them; for, we find an inscription of Jayavarma 
referring to Kāūci, the capital city of the Pallavas (P N. Bose) 


The following remarks of Prof. Nilakanta Sastri help us to 
make the above suggestion: 


“There are some inscriptions of Citraséna, all bearing very 
close resemblance to the South Indian Pallava inscriptions of the 
early seventh century. One of them from Thma-kre, meaning 
stone-bed, from a large level rock in the bed of the Mekong be- 
tween Sambok and Kratie, is a single anustubh verse recording 
the erection of a linga by Citrasena after obtaining the permission 
of his parents (BEFEO, iii, pp. 212-213). The other record is 
found in two places, Phou Lakhon in Laos (ibid., pp. 442-6) and 
Khan Thevada in the province of Ubon (BEFEO, xxii, p. 58). 
It comprises three verses in the same anustubh metre. It opens 
with the statement that the grandson of Sarvabhauma, the youn- 
ger son of Viravarman, was not inferior in prowess to to his elder 
brother, Bhavavarman; then it says that this younger son was 
Citraséna who took the name Mahendravarman at his consecra- 
tion, and after having conquered the entire country set up a linga 
of Girisa (Siva) on the mountain as a symbol of his victory. 


* Jitvēmam-dēsam akhilan Giri$asyeha bhūbrti 
Lingannivēsayāmāsa Jayacihnamivatamanah’’. 


“These events, the liberation of Kambhuja and the erection 
of the linga, must have taken place a little before A.D., 616; in 
fact, the nearly contemporary Souei annals cited above place 
them between A.D., 589 and 618, and this is in perfect accord 
with the date unmistakably revealed by the palaeography of the 
inscriptions of Citrasēna. It is clear that at the time of the first 
record he had not yet become king.” 


“Tt will be recalled that about the same time another 
Mahéndravarman, the first of that name and the most talented 
among the Pallava rulers of South India, erected a shrine to a 
liiga on the rock of Tiruchirapalli overlooking the Kaveri river. 
Considering the very close resemblance in the lettering of the inscriptions 
of the two Mahéndravarmans, one is tempted to ask whether this is not 
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more than a mere coincidence. Separated by several hundreds of 
miles of land sea, the records of these rulers are evidence of ex- 


actly the same type of culture, same in almost every detail that 
can be thought of.””209 


VI 


We have not so far considered the reference in the Chinese 
annals to the building of a Buddhist temple by Rajasimha. Itis 
taken to be areference to the Buddhist Vihara at Nakappattinam 
known as the China vihāra for which Rājarāja the great made an 
endowment. Tirumangai Alvar who is said to have enriched the 
Ranganātha temple at Sri Rangam with the booty obtained by 
looting this Buddhist sanctuary? is assigned the age of Pallava- 
malla and therefore the vihara must have been in existence be- 
fore his time, i.e., in the reign of Rājasimha itself. This proves 
his international outlook for encouraging the trade of his country. 


The cumulative value of all these considerations can suggest 
only one conclusion that Rājasirnha is entitled to be called ‘Katal 
cūlnta ulakelàm kākkiņra peruman’ rather than any other Pallava 


king. 


VII 


The third test laid down by Dr. Minaksi is that any king to 
be identified with Kalarcinkan must be a great devotee of Siva in 
order to receive such an encomium from Ārūrar. Rājasimha is 
famous for introducing a new type of temple architecture, dif- 
ferent from the cave temples of Mahéndra and the Rathas of 
Narasimha Māmalla. "Narasimhah II (Rajasimha) builds craft 
constructed temples of hewn and hand placed stones”, though 
these look like the Dharmaraja ratha of Māmallain the back wall 
of the garbagrha behind Ràjasimha's peculiar prismatic lingas, a 
form of Somāskanda is invariable found in all the temples of 
Rājasimha. Nor can any one mistake the rearing lions support- 
ing the pilasters in Rajasimha’s temples. And he has started buil- 
ding prākāras consisting of a series of Sivalingas. Therefore, he 
and his Kailāsanātha temple occupy an important place, perhaps 
the most important place in the History of Saivism of the Pallava 


209. South Indian Influences in the Far East — pp. 36-37 
210. Guruparamparai; S.I.I., Vol. XII, Introduction iv i 
211. Heras — “The Builders of Mahabalipuram i 
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period. Vikramāditya II, the Ghāļukya, even though he came 
and captured Kāūci as the inveterate enemy of Nandivarma 
Pallava and the Tamils, was so very much impressed with the 
architecture of the Kailasanatha Temple that he not only enrich- 
ed and beautified it but also took the Tamilian architects, the 
Sütradbàri Chittra Rēvadi Ovajji of the Sarvasiddhi Ācārya know- 
ing the secrets of Sri silamudras?'? thus introducing this style of 
Kailas temple in his Ghāļukyan country. The reference to the 
temple built by Katavarkon in the Pukalccola Nāyanār puranam 
of Gēkkilār, is therefore considered to be a reference to the 
Kailasanatha temple of Rajasimha. He is considered to be the 
builder of the shore temple at Mahabalipuram, the temple at 
Panamalai, the Airāvatēšvara temple at Kafcipuram in addition 
to the Kailasanathar temple. The story of Rājasimha hearing a 
disembodied voice shows how important he and his temple were 
considered by the Saivite inscription writers of his reign. 


His birudas only go to emphasise his greatness as a Saivite: 


He whose refuge is Īšāna or Siva (I$ana saranah); the 
religious (Ācāraparah); he whose authority is the Saiva doctrine 
(Āgamapramānah); one who is fond of the itihasas (Itihāsapriyah); 
the follower of the Saiva doctrine (Āgamānusārih); he whose 
goad is knowledge (Jūiānānkušah); devotee of Siva (Dēvadēva- 
bhaktah); the sinless (Düraduritah); devotee of Sankarah 
(Sankarabhaktah); he who knows the truth (Tatvavedih); devotee 
of Siva, i.e., lévarah (Īšvarabhaktah;?! the ocean of wisdom 
(Jfianasagarah); one who takes refugue in Īsāna or Siva (I$ana 
saraņah).*!*  Atirana caņdēšvara Temple at Sāļuvankuppam 
describes him as follows: “One who assiduously worships Siva 
(Hara ārādhana sanginah); one who bears Bhava in his mind 
which is filled with devotion; one who bears deep devotion to 


*TIéanah."' 


VIII 


The following version, but in verse form, is often repeated 
in his inscriptions: “Just as in a large lake filled with water 
which is fit for bathing and covered with various lotus flowers, 
handsome Šankara (Siva) abides on the large head—sprinkled 


219. Vakkalēri plate 1. A p. 23; Kendur Plates-Ep. Ind. p. 208.. 
213. S.I.I., Vol. 1, No. 25, Rajasimhesvara Temple, Kaficipuram. 
214. Tirupporür inscription, S.I.1., Vol. XII, No. 27. 
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with the water of coronation and covered with bright jewels—of 
the illustrious Atyantakāmah.”2!5 As this verse form is found in 
the inscription at the Ganesa temple? and Dharmaraja mantapa?!” 
at Mahābalipuram, they may be taken to refer to Rājasimha. 
The former inscription describes the king in these terms: **Srini- 
dhih bears on his head the unborn (Siva) by the weight of whose great 
toe, Kailasa together with the ten faced (Ravana) sank down into 
Pātāla”. The Kailāsanātha temple inscription?!? describes Rāja- 
sithha as, "one who had got rid of all impurities by walking on 
the path of Saiva doctrine (Saiva Siddhanta marga)’’. He is called 
“Saivachadamanih” (he who has Siva for his crest jewel).?9 


The Kasakudi plates describe him in the following terms: 
“From Paraméévara Pētavarman was born, a complete incarna- 
tion of the blessed Paramésvara who equalled Narasimha both by 
the strength of his body and by his name (Narasimhavarma) that 
spread over the world.??9 


The Vayalür Pillar Inscription describes him as one whose 
diadem shines with the head-jewel namely Mahēšvara (Mahe$vara- 
sikhà manidiptamauli) and Mr. Krishna Sastry writes in his intro- 
duction thereto as follows: “The adjunct "Mahe$varasikha 
manidvipamaulih’ which occurs in these verses (i.e. the two verses 
recorded in lines 9 to 14 of the inscription) and which, literally 
rendered means ‘one whose diadem shines with the head jewel, 
viz., Mahēšvara (Siva)! is rather perplexing. Comparing this with 
titles like Sivachūdāmaņi, etc., and the verse ‘yasyangustabhara- 
krantah’, etc., which occurs in the South Indian Inscriptions, 
Volume I, Nos. 18 and 19% and ‘Abhisékajalapirna’, etc., in ibid., 
Nos. 21 and 22***—all with reference to king Rajasimha—it looks 
as if the king did actually wear a figure of Siva or rather his 
symbol, the linga, on his head. This fact is evidently also hinted 
in the verse ‘Gunabhara nāmāni rājanyanēna lingénalingini jfià- 


215. S.LI., Vol. I, No. 18. 

216. No.18. 

917. No. 19. 

218. S-II. Vol. I, No. 24. 

9219. SII. Volume I, No. 24. 

220. S-II. Vol. II, Part III, No. 73, p. 357. 
221. EP- Ind., No. 18. 

222. V.3. 

223. V.2. 
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nam’,**4 etc., which refers to the conversion of the Pallava king . 
Mahéndravarman I Gunabhara from Jainism to Saivism. Again 
V. 4 of No. 34 in the same volume speaks of ‘Siva fixed in the 
mind, being worn on the head'. All these references clearly point 
to the existence of a linga cult long before the revival of the 
Vīra-Saiva faith vnder the auspices of the famous Kalachüri 
minister Basava (Chenna Basava) in which the wearing of the 
Linga plays a prominent part. Again, the sense of the two verses, 
particularly that of the second, is such that it suggests the occa- 
sion for the engraving of this record to be the accession of king 
Rājasimha to the throne. This, if it were so meant, would indeed 
have been a fitting opportunity to eulogise his many acts of 
heroism, charity and piety, and to proclaim to all subjects his 
assumption of power over his hereditary dominions”. 


The description given above in Atiranachandésvara Temple, 
Saluvankuppam??? referring to the coronation water — a verse 
repeated very often assumes a similar significance. 


IX 


This king is proud of his musical talents and his inscriptions 
call him, Atodyatumburuh,?$ Vadyavidyádharah?" and Vina- 
naradah.?$ The Atiraņachandēšvara Temple inscription poeti- 
cally raises the question, “Who will be able to understand the 
music of Kālakāla (Rājasimha) if it were not Brahma, Bharata, 
Hari, Narada or Skanda??? This will suggest that the music had 
a religious significance. Ārūrar's hymns have many references to 
this kind of religious music. Rājasimha is also called Kalāsa- 
mudrah;?? Kavyaprabodhah (the river of poetry).?! He is con- 
sidered to be a discipline of Dandin. All these admirable qualifi- 
cations must have made him endearing to the heart of Arürar 
that great art connoisseur and poet and musician. The Kailā- 
sanātha Temple justifies his biruda Itihasapriyah?*? and our study 


294. Ibid., No. 33, V. 2. 
225. Nos. 21 to 23, S.I.L.: Vol. I. 
236. .S.LI., Vol. I, No. 25. 


227. Ibid., 

228. Ibid. 

229. S,II., Vol. I, No. 21. 
230. S.ZLZ, Vol. I, No. 25. 
231. 4bid. 

232. Ibid., 25. 
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of Arürar's poems has proved that our saint was equally an 
Itihasapriyah and a lover of music, and dance, apart from himself 
being a poet and a composer of music. These descriptions of 
Rājasimha have greater force than the descriptions of Tellàrerinta 
Nampi in Nandikkalampakam as ‘Sivanai mulutum maravata 
cintaiyan;?? ‘Paintamilai āykinra kon Nandi?^ *Nül narampu 
mulutum kantàn';?5 «Nūrpulavan'**$ and the description in the 
Vélurpalayam grant ‘he who bears the symbol of Siva in his fore- 
head'. Nandivarman III is known to have built no temples 
though he had endowed many temples. 


X 


Dr. Rājamāņikkam refers to Periyapurāņam where Gēkkiļār 
speaks of Kalarcifikam as going to temples and performing 'tontu' 
or service and concludes that this could not be true of Ràjasimha. 
He admits that Rajasimha had built temples. One wonders why 
this is not considered as ‘tontu’ or Saivite service to God, for 
Pūcalār is included in the list of Tontars on she basis of the build- 


ing of a mental temple and Koccenkanàn is also found included 


in that list because of the temples he built. "There could not be 


a higher service than this according to the Agamas. Probably the 
learned Dr. feels that making endowments alone could count as 
such service or ‘tontu’ for he makes the following references to 
Nandi’s tontu: “According to the Vēlūrpālayam grant, Nandi 
had endowed a village as ‘dévadanam’ to the temple at Tiruk- 
kāttuppalli near Ponnéri.?' Nandi made a gift of 100 kalaficu of 
gold for the lamp to be lighted at Tiruvatikai.38 He presented a 
lamp to be called after him as Kumāramārttāņta for being lighted 
in the temple at Tiruvitaimarutūr.*? He gave away gold for a 
similar purpose to the temple at Tiruvorriyür?? and Tiruttavat- 
urai of Lalgudi.^4! He provided for the recitation of Tiruppatiyam 
at Tiruvallam.^? He gave away lands to the Lord Tirukkatai- 


233. V. 97. 

234. V. 25. 

235. V.3. 

236. V; 26. 

937. S.L.I, Vol. II, 98. 

238, S.I.I., Vol. VIII, 309. 
239. 197/1907. 

240. 162/1938. 

241. 17/1931. 

242. S-II., Vol, III, page 93. 
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muti"?5 These are considered by our Dr. to be of greater im- 
portance than the building of temples by Rājasimha, temples 
representing a new school of architecture, considered by the 
Chalukyas to be worthy of being copied by them. 


Nor could it be said that Rājasirnha had not made any endow- 
ments to the temples. Vikramāditya II speaks of the great wealth 
of Rajasirhhésvaram of Kailāsanātha temple: **Vikramāditya, who 
led an excursion into the Tundaka country defeated his natural 
foe, the Pallava king Nandipētavarmaņ and entered the Pallava 
capital Kaiici but did not destroy it. He restored to the Rāja- 
simhéSvara and other temples, which had been caused to be built 
there by Narasimhapótavarman, heaps of gold and rubies, which 
had been taken away from them.’’44 His successor Kirtivarman 
II in his Vakkaléri grant praises the Vikramaditya II for having 
left alone the great wealth of Kailāsanātha temple without con- 
fiscating it when he captured Kaficipuram. Gēkkilār himself refers 
to this endowment of this great wealth by Katavarkon, the con- 
temporary of Pūcalār Nayanar, almost in terms Cāļukya inscrip- 


tions, *Katavarkoman Kaccikkarrali etuttu murra mātelam Siva- 


nukkakap peruficelvam vakuttal ceyvan.”*46 If Rajasimha had 
endowed like this on a scale much grander than the endowments 
of Nandivarman III, one cannot understand the conclusions of 
the learned Dr. that the description of Kalarcinkan by Cékkilar 
as the one who performed *tontu' at temples could not be true of 
Rājasimha as it is of Nandivarman III. An examination of the 
references in the inscriptions should have convinced any impartial 
student that the description can be true only of Rajasimha. 


243. 11/1899. 

244. Ep. Ind., Vol. IX, p. 202 ff.; see also Ep. Ind., Vol. III, p. 360. 
245. Ep. Ind., Vol. V, p. 200; 

246. Pücalar Nayanar Purāņam, V. 9. 
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VOLUME Ir 
NAMPT ARURAR AND: MYTHOLOGY!" 


INTRODUCTION 


I 


The important part which: Tētāram plays-in Temple worship + 
has been: sufficiently explained in our Introduction to Vol. I. 
The Temples are the holy places-where God is worshipped in His : 
images. Arirar’s poems deal to a large extent with the descrip- 
tion and significance of the image forms of the Lord. The various 
Purāņas are even now. green in the minds of the Hindus, and the 
image forms are in a sense representations of these: popular 
furāņic stories. Arürar's age is;.in more sense than ‘one, the age of ` 
the Purāņas and that explains-why he is speaking, in the language 
of the Purdnas,.in most of the verses. Therefore, it is necessary 
for us to turn our attention first to Ārūrar's language of Mythology, . 
which is also:his.language of mysticism and religion: 


The Pūrāņic stories are many and varied and:an attempt has 
to be made to:group them. under some system of classification. 
There are stories-which may be taken. as interpreting the philo-- 
sophy of Siva’s: essence.. They are the stories. which assert His 
superiority over all others-in: this-Universe. The Linga is Siva’s. 
pre-eminent form.. God is- significant. to: us.only when.He is all: 
love and. this truth is brought out by the form of Siva in the- 
company of the Mother: Goddess. who is no other: than His love 
er Grace.. The representation of the Lord assriding on.the bull, , 
brings out the truth that He is-the Lord.of all, the Lord Dharma. . 
These stories will, therefore, from the First Part of our inquiry 


1. By the words ‘myths’ and ‘mythology’; itis not to be understood that they. 
refer to what is fanciful or merely imaginary or to something. grotesque. and. 
meaningless judged by rational standards. ‘Myths’ constitute the concretized 
wisdom.of the ancients, the portrayal of eternal truths which have been 
intuited by the sages.. They are not ever to be confused with allegories in the 
sense that a story has been woven round a: truth, for its better comprehension, . 
The Indian tradition invests the ‘myths’ with a historical character and expounds . 
them. with: the piety and devotion associated. with a. religious. verity.. = 
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into Ārūrar's language of Mythology. But, before plunging into 
the subject, it is necessary to explain this language of Mythology 
in general terms by way of introduction and that is done at the 
very beginning of this Volume, as Chapter I. 


II 


The great message of Ārūrar is Lord’s Grace. This takes us 
on to the stories which are acts of pure Grace and Love which 
are called the Anugraha Mūrtis, which according to Silpasastra 
assume sūttvic forms.  Visüpaharama mūrti, Gangadhara mūrti or 
Bhāgīratha anugraha mūrti, Pārthānugrah mūrti, Gandrānugraha mūrti 
and Rāvaņānugraha mūrti are all Anugraha mūrtis discussed under 
this head of Anugraha in Part II of our study. 


III 


The phrase *Attavīrattānam”” occurs in Appar's poems and 
this conception, therefore, must have been popular in the age of 
Tēvāram. The phrase ‘Virattam’ occurs in the verse of Arnrar 
also.2 Siva is said to have performed eight great heroic feats in 
eight different places* within the Tamil country, which suggests 
an attempt at looking upon the feats as the feats of Tamil Land. 
We have thus eight different forms of Siva: Tripurāntaka, Dak- 
sari, Kāmāntaka, Gajaha, Jalandharāri, Kālasamhāra, Andhakāri and 
Brahma širaschēdana. In one sense, all the Puranic stories relating 
to Siva can be brought under these eight heads. The story of the 
company of the Mother Goddess, discussed in our first part is a 
seguence to the stories of Daksari and Kāmāri forms. The wear- 
ing of the crescent moon on the crown is related to the story of 
Daksa. Siva’s unique ornaments, weapons and clothes are related 
to the events connected with the Kapali form of Brahmaširaschē- 
dana mūrti. The forms we are going to discuss in the subsequent 
part, viz., the story of Bhiksatana and Natarāja are also connected 

- with this story of the Kapali form and the ysis of Dārukavana. 
Daksinámarti form is what precedes the Kamari form. Looked at 
from this point of view, the Astavirattana conception explains all 
the mythological stories relating to Siva. These stories explain 
the Absolute as the greatest power. But by the time of Ararar, 
these heroic feats have come to be looked upon as the acts of 


2. 7: 28: 1-10: 7: 38: 1-10. 


3. Atikai, Pariyal, Kurukkai, Valuvūr, Virkufi, Kafavür, Koval, and Kan[i- 
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God’s Grace and therefore Ārūrar equates power with Grace of 
Love. 


So, in the next part, we discuss certain forms which have be- 
come very popular in South India almost becoming Tamilian 
forms, thanks to Tēvēram writers who have made the forms of 
Bhiksātana, Daksiņāmūrti and Nataraja, the very forms of Love. 


J IV 
In the concluding part which is more or less the miscellan- 
eous part, the weapons, ornaments and clothes of Siva, other 


purāņc personalities and the cosmogony are all discussed as 
described by Arürar. 


V 


In all these parts, the puránic stories and descriptions are first 
summarised. The Agamic references to these descriptions in rela- 
tion to their worship in the temple are also noted. For a better 
understanding of these descriptions and for arriving at a judg- 
ment about the popularity of these forms in the age of Ārūrar, 
the sculptures of the Kailasanatha temple are next studied. In 
the view of the present writer, the Kailāsanātha temple belongs 
to the age of Arürar. Even if Ārūrar is assumed to have come 
later, we do not have a temple of that eminence for studying the 
idea of the age as that of Kailāsanātha temple. In the light of 
the sculptures there, the references in Ārūrar to the various forms, 
assume a great significance and, therefore, these references are 
studied last. As already stated, the poet is speaking the language 
of mythology for expressing his own message of Lord’s Grace in a 
popular form. The mystic significance of these forms are also 
emphasised with the help of Tirumilar and others whose poems 
help us to better understand the verses of Ārūrar. 


EU 
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PART I 
CHAPTER I 


ARURAR’S LANGUAGE OF MYTHOLOGY 


I 


The Absolute Brahman, the Impersonal Godhead, is beyond: 
words and thoughts. The Divine experience of the Saints, espe- 
cially of the poetic Saints cannot lie hidden within the soul. Tt 
tries to find expression in words of their poems. The Absolute: 
thus takes an incarnation in words. It becomes personal and! 
concrete. Man from the earliest times must have felt the inex- 
pressible Divine presence, and Mythology which is sometimes calledi 
the singing of the unconscious state, has developed all over the 
world. *Myth-form, according to modern criticism, is a complex 
of Images or a story whether factual or fanciful taken to represent 
the deepest truths of life or simply regarded as specially signifi- 
cant for no clearly realised reason’! and represents a unanimous. 
common and perennial philosophy of man’s nature and destiny.” 
The language of mythology, well known to the common man and. 
exciting in him sublime emotions and great thoughts, lies before 
the Saints and Poets as the very raw material to be given a shape 
and form and significance by them. How else could they express: 
the inexpressible? Impersonal and personal are not, therefore, 
kept separate in their poems and these poets of God, pass from. 


one state to the other, to the great consternation of the modern. 
critics. 


One of the inscriptions of Champa says, "He is possessed: of 
the powers of Anima etc., yet He is devoted toausterities. He has 
burnt Madana and yet He is married. Heis the unique Lord, yet 
He rides on the bull. His nature is beyond the domain of thought 
and speech; yet His image identical with the Universe is manifest- 
ed by His form.” Even the distant islands have understood the 
true inwardness of the Indian conception of God and His worship. 


1. Myth and Ritual in Christianity, by Alan W. Watts. 
2. Dr. Ananda Coomaraswamy; 
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II 


The study of the Purānic stories, as referred to in Árürar's 
Tēvāram, cannot be a study of their origins. Historically, this may 


show what mythological stories appealed to that age in general and 


the poet in particular. To go beyond this, in search of their 
origin and growth, will be futile, for, there are no materials avai- 
lable in Arirar’s poems for such a general study. It is however 
possible to refer to the particular version of the story he mentions, 
as compared to others, so as to point out the particular stage the 


‘story had reached in its historical march. The Tēvāram poems 


are mainly lyrical outpourings of the heart of the poet, and the 
stories are referred to express the subjective experience. They 
have, therefore, to be related to the subjective experience of these 
stories by the poet. They have a significance to the author and 
it is this that has to be studied. 


An incident or a scene, like a drunken bout, the solitary 


reaper, a mountain top suddenly raising up its hoary head whilst 


one rows the boat, the cock on a dung hill or the moon rising 
from the sea, is well impressed in the mind of a'poet. They 
become symbols of the message of the subjective experience of the 
poet, without ceasing to be concrete and alive, poetic and gra- 


‘phic. So do the stories, the poets read or hear, become such 


symbols. It is from this point of view these stories have to be 
studied in Ārūrar. 

How the great minds of the age looked upon these stories 
should also be known. The forms of Siva described are many. 


‘The images are not fetishes. They are not idols but representa- 


‘tions of ideals. What Dr. Coomaraswamy says of the Indian Art 
applies to Iconography as well: “Indian art at its best is never 
realistic but is based on abstractions or ideal forms—a tendency 
to naturalism is but rarely followed and is rather an expression 
of a mental conception than a realistic picture that is aimed at.” 
If hands and legs and wives of Siva are spoken of, they ought not 


to be taken in the .gross physical sense. Siva is, according to 
these seers, beyond matter; therefore, there arises no question of 


flesh and blood and all their incidents. Nor, is there any question 
of sex, which, after all, is a physical phenomenon. Therefore, 
the Saivites say, these are the forms of His Grace. Even as light 
and heat are found indivisible in fire, His bliss of Grace and His 
Spiritual essence of fāāna are indivisible from Him., Therefore, 
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the Form is spiritual in its essence. The image is an imperfect 
realisation of the attempt at concrete visualisation. "The matter 
is but the Grace of Siva because the ancients found no other way 
of expressing it to be understood by the man in the street. This 
science of spiritual semantics has given rise to the Hindu Icono- 
graphy. As an expression of art, these image forms have a uni- 
versal appeal but the full significance cannot stand revealed com- 
pletely to the amateur audience. Iconography and painting are 
related to Bharata Natya. The significance of the language of 
dance arises out of the tradition and convention of that art. It 
has to be learnt. In addition, in Iconography, one has to learn 
what the organs and weapons stand for. 


Therefore, ours becomes.a study of value or ideal rather than 
of origins. What Dr. Coomaraswamy says with reference to 
Šiva's Dance may be generalised with reference to all forms or 
images of the Hindu God: “I do not mean to say that the most 
profound interpretation of Siva’s dance was present in the minds 
of those who first danced in frantic and perhaps intoxicated energy 
in honour of the pre-Aryan hill-god afterwards merged in Siva. 
A great motif in religion or art, any great symbol, becomes all 
things to all men; age after age, it yields to men such treasure as 
they find in their own hearts. Whatever be the origins of Siva’s 
dance, it became in time the noblest image of activity of God. 
which any art or religion can boast of.” 


It is not as though there is any dead rigidity about this 
symbolic language of Atmavidya. It allowed sufficient fluidity for 
indixidual artist or poet to give expression to his transcendental 
vision. Inour study of Ārūrar's poems and the sculptures of this 
age, this truth is being very forcibly impressed on our minds. 


III 


But anyway, the letters of the alphabet have to be learnt for 
spelling out the words of this language. No attempt is made here 
to study exhaustively this variety of alphabet. That much which 
is necessary to substantiate the thesis here put forward alone is 
attempted. Tirumilar, before Arürar, is the first bold spirit who 
interpret the stories literallyj? ** Muppuram ceryanan enparkal mūtar- 
kal? and he gives his mystic significance of Tripura as ‘the 


3. Tirumantiram: 343. 
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resultant of the three ‘malas’, His interpretation of the dance 
and other forms are mentioned under their respective heads. 
Pattinattar, perhaps coming after Ārūrar, explains the mystic 
significance of the forms. Therefore, it is the Tamilian tradition 
of the Age of Ārūrar we are referring to, as our thesis. Nor is it 
opposed to the spiritual and social science and art of Temple 
worship which developed in the Tamil land of that age. The 
Agamas are the embodiments of this science. They have not be- 
come finalised in their present form, as is made clear by our 
study at every stage. But they may be taken to represent the 
growing tradition of the age of Ārūrar. Kamika Agama is the most 
important one, from this point of view and it gives the signifi- 
cance of the weapons and other representations of the image 
of Saiva. 


IV 


The Kāēmikāgama in its first part, IV Patalam, describes the 
form of Sadāšiva to be contemplated on by the worshipper. There 
is fluidity enough to suggest two different forms. The Agama 
proceeds to give meaning of the various organs and weapons 
described in these forms. As the form of Siva is well known and 
is going to be described in the following pages with reference to 
various forms, the descriptions need not be repeated here. The 
crescent moon of pure white colour is the symbol of Siva’s Omni- 
science. His ten hands are the ten points of the compass. The 
trident, with its three heads, represents the three gunas, Sattva, Rajas 
and Tamas of Prakrti under His control. The hatchet represents 
His energy or Sakti. The sword is the symbol of His valour or 
omnipotence. Adamantine Vajra or the weapon of diamond re- 
presents His invincibility or the unbreakability of gohead. The 
Jire in His hand represents the power of destruction, the power of 
illuminating the objects above Mahāmāyā, and the power of bur- 
ning to ashes the fetters of Pasa. The serpent in His hand symbo- 
lises His law that rules everything. The noose in three stands 
represent the three fetters or pasas— Mayà, Karma and Anava. The 
bell He holds in His hand, through its sound, represents the 
Mantra form. The abhaya hasta represents His power of protecting 
all the Universe. The goad symbolises what is fit for enjoyment 
and what are so attained. It is these subtle aspects which are 


4. Kam., ibid., 335-340. 
qu Dee 
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represented by these visible forms.* Even as the potential heat, 
all pervasive in a log becomes potent in one concentrated point 
of friction, Siva becomes potent in the image form.” 


V 


From the point of view of Tamil tradition the poems of Pat- 
tinattār may be usefully studied: 


This problem of the Purāņas seems to have been agitating the 
mind of Pattinattār. He gives expression in his *Ttruvorriyūr 
Orupā Orupatu” to the mystic vision he had after such cogitation, 


“The great world is a damsel wearing according to her nature 
the struggling sea as her garment over which shines the girdle of 
gems. The citty of Orri is the clasping face of the girdle. Oh! 
Thou the Lord of this city! The flash of the lightning is the mat- 
lock of yours. The ever present firmament is the form of your 
crown. The lord of fire, the sun, and the cool moon—these three 
fires, form your eyes, on and around your forehead. The necklace 
of cool rays is the milk-way. The Ākās, where reside the Dēvas, 
forms your beautiful body. The eight points of the compass are 
your sturdy shoulders. The black sea is your garment. The beau- 
tiful hip of yours is the earthly sphere. The serpents with the 


gems on their hoods of the nether world represent but the move- 


ment of your pair of feet. The wind running without any pause 


is your breath. All the unfailing sounds are the words from your 
lips. The totality of the faultless jāāna of all the wide spread 
eternal lives from that of Dévas downwards is but your conscious- 
ness. In this crowded world, its nature, its sustenance, its involu- 
tion and evolution are but the appearance of your activity. Its 
creation, its destruction and movement are but the natural open- 
ing and closing of your eyes, with many other characteristic forms 
like these. You the one became two in form and enjoyment, and 
three jāānas resulting in four kinds of birth, the five sense organs, 
the six religions or philosophies, the seven worlds, the eight forms 
and you grow beyond innumerable aeons and mix in every form 


becoming every one of those things. In this context, who has 
realised in one sweep, your form?’’s 


«O! Lord of Orr: City! Saying, that along with the lady 
residing on the left you have two bodies, that you performed the 


5. Ibid., 355-56. 
6. Tiruvorriyūr Orupa Orupatu : 1. 
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dance in the midnight, tha} you adorned yourself with the tiger’s 


skin along with bones, that you have practised the life of wande- 
ring beggary, that you have become formless and formful, that 
you are the four-faced (Brahma), and the Great ( Tirumál), the be- 
loved of the lady of Beauty and Riches, that you are one that 
exists, that you are one that does not exist, that you are one that 


does not grow tired, that you are tired, old and vanguished, that 


you are the beginning, that you are the Lord of A£oka (the Jain), 
that you are the ancient shining under the Bodhi (Buddha) and 
so on and so forth in a similar vein, according to the measure of 
their knowledge confused by the plurality of established books— 
men are thus at variance with each other. Seeing the characteris- 
tics of theirs, unto those who suffer like this, you become as they 
think and your form is like the colour of the crystal assuming the 
hue of whatever thing is placed underneath it.” 


“O! Great One, that is the unique One of the world of form! 
There is nothing else amongst these varied shapes. Whatever it 
be, if it exists here, that is but a part of yourself. Therefore, con- 
spiring for destroying the suffering of the world of ancient waters 
by setting fire—the cracking and resounding fire—to the onrush- 
ing three fortreses, cutting and letting away the head of the Lord 
of sacrifice, crushing down tne shoulders of the Ruler of the huge 
skies, depriving the eminent lord of the Vēdās of one face, looking 
at Cupid (Manmatha) of the floral arrows to reduce him to ashes, 
pressing down powerless, the Rēksasa (Ravana) with the beautiful 
toe, attacking with an ideal the Lord of Death to bring about his 
infancy—-all these feats of valour beginning from these are but 
acts of yours, all crowding about you in the very place where you 
stand. These, therefore, who had seen that there is nothing be- 
sides yourself speak of this truth. Will these who have realised 
this significant truth, instead of taking it as an ordinary routine, 
include it amongst your praises?’’® 


“The eternal lives or souls—from the Lord of flower (Brahman) 
downwards—that Lord of flower grown eminent because of his 
knowledge of the principle—the eternal lives who move in the 
bodies with the help of dark ignorance are differentiated in various 
ways, by form, by knowledge, by eminence, by humility, by riches, 


7. Ibid.,2. 
8. Ibid., 3. 
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by power and by the variety of activities. They are never sepa- 
rated from their karmas. In this multiplicity of their disagree- 
ment, their behaviour, like the white waves from the well esta- 
blished ocean, rising from yourself and becoming one with you, 
evolving and involving, appearing and disappearing, lying in 
union with you and standing separated from you, but explains 
you. O! Thou Lord of ceaseless ancient fame! The chief of the 
form that never grows old! If at all, those who have received 
your Grace may know this, can others understand this bewilder- 
ing puzzle, there in you?" i 
“The words of no confusion are but yourself. Yet, what con- 
spiracy they confounded, know not your varied form; The mind 
is your abode and yet what stealth it is, that you disappear from 
there leaving that blotted. You are the doer of all the acts per- 
formed in this world and yet what wonderful nearness or magic 
of pour atomicity that the results of these acts never come near 
you. There they worship you for the sake of the.happiness of 
society or the whole humanity and yet what a wonderful beauty 
that there you become the sea of bliss in their minds! You are 
the nearest of the near unto those who approach you out of love 
unto you. This conspiracy, this stealth, this magic, this beauty 
of nearness are the daily bone-melting characteristic features of 
yours. Therefore, O, that Lord of Orri, of the pure moon of the 
ruddy thick matlock, of great tapas and well established extnsive 
fame! We have realised that this body of flesh does melt and 
disappear away unto those who had seen you.” 

«Your adorning yourself, with the pure moon on the top of 
your matlack for establishing the fact, ‘I am the knowledge of 
the pure path’; your riding on the bull which is but the form of 
‘Aram’ or Dharma or Virtue, proclaims the truth, ‘I am the all 
pervasive Lord’. You stand as He, She, It and this explains the 
principle, ‘I am the common basis of all’. That you are the three 
eyed is a symbol for the truth, ‘The three fires lie within me in 
sacrifice’. Your carrying the young one of the deer of the Vēdas 
proclaims the truth, "I am Lord of sound”. Your holding the tri- 
dent of one handle and three blades states there the fact, "The 
great ones are but myself. The fact of the eight forms ines: 
‘J am clearly the only truth in this world”. Your standing clearly, 
as the earth, water, fire, wind and the high ēkās, and as the Lord 


9. Ibid., 4. 
10. Ibid., 5. 
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of the ancient but undying fame and as the Lord of the army of 
good Bhūtas, is for making the world realise the truth. All your 
nature and forms from these downwards, clearly express your 
evergrowing greatness. The suicidal men (tarkolimantar) realise 
this not, and whirl, caught within the power of the word and 
meaning, born out of themselves. Their chiefs, the lords of the 
six activities, never cease to recite in you Orri O, Lord of Orri’. 
You consider all this as the activities of children and sit smiling 
till they turn towards you!” 


These poems of Pattinattàr clearly explain the philosophy of 
the Purāņas as understood by the great men of the Pallava Age, 
for Pattinattar also belongs to the Pallava period though coming 
much later than Arürar. 


VI 


In the age of the Pallavas, the Tamil Land became the seat 
of Sanskrit learning. The inscriptions came to be written in Prā- 
krit first and later on in Sanskrit. The great scholars from the 
'Tamil land went to the North, like Din Naga and Dhamma Pala 
and even to distant China, like the founder of Zen Buddhism. 
Sanskrit was the lingua franca of India, and Pallava kings, like 
Mahēndra Varman, were great scholars of Sanskrit. Inscriptions 
began with philosophical truths and king Rājasimha prided himself 
on knowledge of Saiva Siddhānta — a knowledge which went to 
the Easterns islands as well. It is but natural that the Purāņas 
should become popular among the ordinary men. In addition to 
these stories, folk tales and traditions relating to the various 
places of worship also grew up. These tales became stories cir- 
culating among the masses. 


The literature of this age as distinguished from the literature 
of the Cankam age is characterised by its wealth of references to 
the Purēņic and other mythological stories, In making their 
popular appeal, the Tēvāram hymns cannot but take cognizance 
of this common new heritage of the times. They have perforce 
to speak this language and it will be surprising to note that if 
this references are left out, there may not be much remaining. 
They cannot escape the climate of the times, nor is this a cala- 
mity. The Cankam werks were for the few. Tēvāram is for the 


11. ZJpid., 6. 
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many. Every age offers the material, the raw material for the 
arts. The poet shapes out of it his beautiful poetry. It is the 
art form that is important — not the material which after all 
concerns the scientific technique of manipulating the material. 
Even if the stories are discredited all the glory to the poet who 
has created out of it, the representation of the Absolute, deliver- 
ing the message of his inner vision. 


Vil 


It is for this purpose that an attempt has been made to ex- 
plain the mystic language of the Puránas as understood by Ārūrar 
and his age. The elaborate guotations from Pattinattār must 
convince all doubting *Thāmasis. This question of their signi- 
ficance has been a live problem in the minds of great thinkers of 
that age and their conclusions and explanations are indeed illu- 
minating. Without these, a sympathetic study of the poems and 
the sculptures of the age is not easily possible for the modern 
mind stuck up into the mire of expressionism, cubism and realism. 


For understanding the significance of these poems we have to 
go to the Puranas. As it happens all the world over, here also we 
have various versions. The poems of Ārūrar will tell us which 
version or versions had appealed to his mind. 


There are also the sculptures of the Pallava Age represent- 
ing the various forms. The Agamas give what are now considered 
to be rules for making these image forms. Though these rules 
are now considered obligatory, our study shows that to start with 
they were only recommendatory. Here also we have varied rules. 
A comparison of the sculptures and the rules of the Agamas leads 
us to this conclusion. 


A word should be said about these Agamic rales and the re- 
presentations of the image forms in the Temples. 


VIII 


It is clear that the forms mentioned, from one point of view, 
represent various episodes of one and the same story starting with 
Brahma’s haughty dispute, if we leave out of account the variant 
forms of the stories. These episodes were either painted on the 
wall or done in stucco. Later on, they came to be represented as 
bas-relief work on the panels of walls. 
of these forms in stone and in metal. 
of view of history of Saivism in South 


Lastly came the images 
But, this is from the point 
India; in North India the 
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images were older forms of worship. Patafijali in his Mhaabhasya 
Pratikyta and not Liga. Warahamihira refers to the installation 
of Sambhuvigraha. It is true, certain forms are by the Agamas of 
the South, prescribed possibly referring to the conditions prevail- 
ing in a later age, for particular kinds of worship: for instance 
Pāšupata mūrti for daily worship or nityētsava; Aghēra form for 
attaining success against enemy kings; but, there are also rules 
prohibiting worship of certain forms in images, for instance the 
Raudra Pāšupata mūrti 


IX 


In the period of Ārūrar, the images had not come into exis- 
tence. Therefore, in addition tothe panels described, there must 
have been paintings. Traces of painting are found at Mamalla- 
puram and Kailāsanātha temple.!2 The panels themselves sug- 
gest that they succeeded the paintings and stucco work on brick 
and mortar of the previous. The descriptions given in the 
Silpasastras and the Agamas themselves show that they are intend- 
ed for paintings, and colouring of the stucco. In the Lingodbhava 
form, according to Amsumadbhédagama, Siva is to be red, Visnu 
black, and Brahma golden yellow. Candrasékhara, according to 
Silparatna, is white or red like the Sun, or yellow like gold; his 
throat is blue. According to Kūāraņāgama, JNytta mūrti, Kankāļa 
mūrti and Daksīņā mūrti are white, whilst other forms are coral 
red. According to Riapamandana in the Umāmahēšvara form, Siva is 
coral red. The Agamas decorate Kama in the Kamari form with 
golden ornaments and He is golden yellow. In the Gajaha form, 
He is deep red; in the Kalari form He is coral red according to 
Amšumadbhēdāgama. According to Kāmikāgama, Yama is clothed 
red garments with red eyes, red hair, moustaches and brows. 
Amšumadbhēdāgama makes Tripurantaka red. Kāmikāgāma makes 
Sarabhēša a golden bird with red eyes. Bhairavas are, according 
to the various forms, described by Visnudharmottara, rain-cloud 
coloured, yellow, white, blue, smoke-coloured or red. Aghora 
mūrti is according to Kāraņāgama dark, draped in red clothes, and 
adorned with red flowers and red jewels.  Lalitopakhyana makes 
Mahākāla and Mahākālī black, with red eyes and black coat. 
Candésa, according to Amsumadbhédagama is goldcn yellow. Accor- 
ding to Sritattva nidhi, in the Cakradana form Visnu is black with 


12. Pallava Architecture by Alexander Rea, PI., 29. 
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yellow garments. In the Vignésvara anugraha mūrti form, Siva is 
black. Kirātārjuna mūrti is red. In the Natarāja form the jatās are 
brownish red, according to Uttara Kamikágama, whilst Natarāja is 
milky white. In the Karkāla mūrti form, Siva is white, with red 
upper garment and pearl white teeth. In the Ardkanārīšvara form, 
the left half is either black or parrot green, whilst the right half is 
red. Inthe Harthara form, Siva-half is snow white and the Visnu- 
half green or blue. In the Kalyāņasundara form Siva is red and 
Parvati dark, Visņu black and Brahma red. In the Rsabharidha 
mūrti, Siva is red, clothed in red garments. 


These references clearly apply to paintings and painted in 
stucco works. Gopinatha Rao quotes from a work whose name is 
not known but found at the end of the manuscript copy of Silp- 
aratna. The quotation begins with the words, Mahadévam prava- 
ksyami yathā lēkhyasya bhittisu” — ‘I shall describe the form of 
Mahādēva as painted on walls’. This leaves no doubt that these 
contemplate, paintings on the walls or on stucco works. The 
panel-sculpture, therefore, reminds us of these paintings. As the 
images have not come into existence till very late in the history 
of temples, the references in the Āgamas, some of which at least, 
must be as old as Tēvāram and Tirumantiram. could not be to the 
images. But this does not deny that, as the names of the Patalams 
in the Uttara Kamikagama show, the Āgamic rules as they stand are 
for the establishment and consecration (Pratistha). The sugges- 
tion is that though the Āgamas may be very ancient, these terms 
like Pratisthā and other details are of a later date. 


X 


If this line of argument has any force, the rules given about 
these forms are as descriptives as the references in Tēvāram. It 
is true in some cases the measurements and proportions of the 
figures in relation to each other are given. But, if our arguments 
have any weight, these so called rules describe, rather t 


han pres- 
cribe any one standard form. 


"The varieties of description in 
some cases going up to eight — e.g. Tripurantaka form — o 


. nly 
proves this point. 


XI 


In an introduction to a book on the Astāsta Vigrahamālā or 
Siva Parākkiramam in Tamil, by Īkkātu Rathmavyely Mudaliar 
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one editor of the Āgamas, K. Shunmukhasundara Mudaliar writes 
as follows: **These forms are referred to in the Vēdas as forms of. 
meditation; in the Agamas as forms of worship for the salvation of 
Bhakta and in the Purāņās and stories describing those who were 
thus saved.” 


This represents the orthodox view. But those who have fol- 
lowed the growth of the Saivite temples from the times of 
Mahéndra Varma I, will easily see that this cannot be correct. 
The Linga alone was found in the temples, to start with; it alone 
received the worship. The paintings and panel-sculptures might 
have been there; but they could not have assumed such impor- 
tance as to receive any worship; even now the paintings in the 
temples receive no worship except in the Citra Sabha in Tiruk- 
kurrālam. The next land-mark occurs in the reign of Rājasimha, 
when he introduced the panel containing the Somaskanda mūrta, 
behind the Linga form of worship, inside the Garbügrha or Sanctum 
Sanctorum which till then contained no personal form. After this 
introduction, the worship performed to the Linga became also a 
worship performed to this personal form. Probably Rājasimha 
thought that in addition to the Linga, a mere symbol, some more 
visulisation was necessary. It must be noted in passing that the 
form of Tyāgarāja of the sacred temple of Tiruvārūr, is only the 
form of Sēmāskanda form. The question is, which was earlier, in 
places like Tiruvarür and Chidambaram, the Lizga or the metal 
image. The term Mūlattāna used with reference to the place of 
the Linga both at Chidambaram and Tiruvarir is significant. By 
the time of Rājarāja the Great, the inscriptions give detailed 
descriptions of the image of various forms, which once started as 
literary descriptions, paintings on the walls and panel sculptures 
and whichever on their way to be conventionalized. 


XII 


Even before the temples in stone started on their develop- 
ment, the paintings of these forms should have been there in the 
old temples built of bricks. Representation of Purāņic episodes in 
painting is as old as Paripatal. Nappaņņanār sings of the devotees 
going up the steps of Tirupparankunram Temple of Muruka, Point- 
ing out and explaining them in the hall of painting. “This cat is 
Indra; this lady is (Akalikai (Ahalyā); this man is Kavutaman 

T. 25 
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(Gautama) who returned 


; this is the stone form she assumed, 
thanks to his anger." 


“Intiran pūcai ivalaka likaiyivan 
Cenra Kavutaman cinanura-k kalluru 
Onriya patiyiten. ruraicei vorum 
Inna palpala eluttunilai mantapam 
Tunnunar cuttavum cuttari vuruttavum 
Nērvarai viriyarai viyalita-t tilaikka-c 
Copana nilaiyatu tuniparan kunrattu 


Maan marukan mata marunku. 13 


Some of the temples must have become famous because of 
the particular representation of Siva’s form they contained. As 
hinted already Atta Vīrattānams must have become famous that 
way. It was also found that more than one place became famous 
in connection with one and the same feat Siva like the flaying of 
the elephant, probably because of the painting of that feat in 
more than one place. When Ārūrar sings, “‘Kallal nilar kil oru nal 
kantatum Katampür-k karakkoyilin mun kantatum allal virakonrilam?4— 
“We have no tact or way except that we saw you under the 
shadow of 'Kalla tree (perhaps of Kaccūr) we saw you in front 
of the apsidal temple of Katampir)’—this reference is probably to 
paintings. 


XIII 


The heroic feats of Siva or Siva Parākramas were thus enumera- 
ted as eight. Silpašāstra enumerates sixteen forms of Siva: 
Sukhāsana, Vaivahika, Umasahita, Vrsárüdha, Tripurantaka Natarāja, 
Candrasēkhara, Ardhanāri, Harihara, Candēšvara, Kāmāri, Kaninēsa, 
Daksnāmūrti, Bhiksātana, Sadāšiva and Lin gēdbhava. Mayamata speaks 
of Umaskanda instead of Umashita, of Cande$ünugraha instead of 
Candēša and of Mukhalinga instead of Sadasiva—possibly because 
of the greater prominence given to Sēmāskanda marta in the age 
and place of birth of Mayamata. 


13. Paripātal, 19: 50-57. 
ey 2 
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Kāraņāgama enumerates twenty-five sportive incarnations 
(lala mūrtis) of Siva. There are as follows: 


1. atarāja, 2. Gandrasēkahara, 3. Umāmahēša, 4. Rsabhārū. 
dha, 5. Kalyāņasundara, 6. Bhiksātana, 7. Kāmāri, 8. Kālāri, 
9. Tripurüri, 10. Salandharāri 11. Mataūkāri, 19. Virabhadra, 
13. Hariyardha, 14. Ardhaniri, 15. Kirāta, 16. Kankala, 17. Candēs- 
ānugraha, 18. Nīlakantha, 19. Cakraprada, 20. 
21. Somaskanda, 22. Ēkapāda, 23. Sukhāsana, 
25. Lingodhbhava. 


Gajumukhānugraha, 
24. Daksināmūrti and 


In Skanda Puyina, Ki muni enumerates sixty-four forms- 


Later Mr. Īkkātu Ratnavēlu Mudaliār has collected the stories 
and pictorial representations of these forms, from the references 
to works in Sanskrit and Tamil in his valuable contribution ofa 
book “Siva Parükkiramam" in Tamil. Thus it is clear the number 
seems to have been growing. 
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CHAPTER II 
LINGODBHAVA MŪRTI 


I 


Every ninth verse in Campantar's hymns refers, as though 
such a reference were a religious ceremony, to the story of Visņu 
and Brahma among the Trimūrtis searching for the head and toe 
of Šiva, This form of Siva is known in the Agamas as Lingodbhava 
mūrti! The story as given in Kūrma, Vayu, Šiva, Linga and 
Vamana Purāņas is summarised in Siva Parakkiramam.2 Raja Rāja”s 
Inscriptions of Tanjore describe this form as Linga Purina Dēva— 
the Lord of Linga Purana. This usage can be traced to Tiru- 
navukkaracar, who refers to this story in every one of the verses 
of his hymn known as ‘Jlinkapurdnat tirukkuruntokai’.4 The Linga 
Purāņa gives this as the coming into form of the Lingayat's mani- 
festation ; hence the name Lingodbhava mentioned in the Agamas. 


II 
The story as told in Lingapurdnas® is shortly as follows: 


There was a deluge after destruction and before creation. 
Visnu was sleeping on the ocean and thereafter Brahma appeared. 
Both of them claimed to be the creators of the Universe. A 
pillar of fire — a luminous Linga rose in their presence. They 
agreed, that one, who found out the crown or the root of the 
. pillar first, should be hailed the creator. Visnu, in the form of a. 
boar, burrowed down to reach the foot of this pillar. Brahma, in 
the form of a swan flew up to reach its crown. They returned 
crest fallen, to pray to the Lord of Lords. Sivānanda Lahari refers 
to this more than once. 


1. Uttarakamika gama — 50th Patalam — 147. 
m 195 24) 

3. SII., Vol. II, No, 44. 

4. 5: 209. 

5. 


Muir, Vol. IV, P. 385. 
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In a few versions, it is stated that Brahma, learning from a 
"tāļai flower’ which he met on the way that it was falling from 
Siva’s crown, entreated it to beara false witness to Brahma reach- 
ing the crown of the pillar. At this, Brahma was cursed by Siva 
that the former should have no separate temple or worship.” Ac- 
cording to one version, it was because of this falsehood Brahma- 
lost one of his five heads; and this will connect the Brahma- 
Siraschédana Marti with the Lingodbhava Mūrti. 


The story of the Brahma appearing like a pillar of flre before 
the Dévas to whom Umā comes and explains, occurs in the 
Upanisads but there it appearsin the form of a Yaksa. The 
Shambha hymns of the Atharva Vēdas which speak of the supporter, 
the supreme soul, and which ask, “How far did Skambha penetrate 
into that highest, lowest and middle Universe” and answering, 
“Skambha is all’? seem to be adumbrating this story of the pillar.? 


III 


Coming to the description of the image as given in the 
Āgamas, we find the Linga in the midst of which appears the 
Gandrašēkhara. According to Kāraņāgama one fifth at the top and 
bottom of this lingam should be left uncarved. Siva’s form ap- 
pears up to the kness. At the top, on the right of the /inga, is 
Brahma in the form of a swan, whilst Visņu appears on the left 
at the bottom in the form of a boar. Brahma and Visnu are also 
there, facing the Lingam with hands held in afjali pose. Kamika- 
gama interprets the boar’s posture as burrowing down. Visnu 
and Brahma stand submissive, shorn of their egotism. Their 
forms are, sometimes, omitted but not the boarand the swan. 
Kāraņāgama makes Siva’s four hands hold the axe, the deer, the 
abhaya and varada poses. Silaparatna, however, inserts the trident 
in one of His hands. 


IV 


Turning to the sculptures of the age of Ārūrar, we find re- 
presentation in the Kailasanatha temple itself. 


6. Fragrant screw-pine. 
7. It is said that at Puskara in Rajaputana, Brahma receives separate 


worship, > 
8. AV., X, 7 &8. 


9. Muir, IV, p. 18. 
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In the subsequent age of the Colas, on the western wall of 
the Garbhagrha on the outer side, this image is always seen, as 
required by the Agamas. But its earliest appearance is only in the 
regin of Rājasimha; the plate No. XII (Rea) gives a photograph 
of this image. A sketch of it is given in plate LX. The idea of 
a pillar is made clear by the portion of a pillar up above the 
crown of Siva. Perhaps fig. 2 in Plate XLIV represents Siva 
appearing before the submissive Brahma and Visnu. There is no 
description of these? — but Mr. Gopinātha Rao gives another 
photographic plate and a critical description. 


“This piece of sculpture is very much at variance with the 
textual descriptions. The figure of Siva Gandrašēkhara has eight 
arms (not 4) of which some are seen carrying the parašu, the sila, 
an aksamala and some other objects!2 while one is held in the 
abhaya pose and another is resting upon the hip (Katyavalambita). 
Then again the one fifth part of the limgaon the top is not left 
unsculptured nor is the part of the /inga lower than the kness of 
the figure of Siva, equal to a fifth of the total length of the linga. 
But the sculpture agrees with the Sanskrit texts in that the legs 
of Siva below the knees are left out unsculptured; the digit of 
the moon is shown on the crown of Šiva; the boar avatāra of 
Visnu with four hands out of which two are shown as digging 
the earth and the other two as carrying the sankha and the cakra 


and not an ordinary boar as stated in the Agamas is carved out 


at the bottom space of the panel; Brahma is seen flying in the air 
in his own form instead of as a swan; one of his legs as also that 
of the other deities on the left of the linga is horizontal while the 
figures of Brahma and Visnu each having four arms are sculptur- 
ed on the right and left of the linga; they have each one arm 
lifted up in the pose of praising, while the other rests upon the 
hip and remaining ones carry their respective weapons.”13 


V 


According to the tradition of the Tamil land the mountain 
of fire was the original form of the present Tiruvaaņņāmalai hill. 
This feat also according to this, took place in the Tamil country. 


10. Plate LX, Rea's volume on Pallava Architecture, 


11, No. XIII. 
2 Aksamālā, etc., are not mentioned in the Ā gamas. 
te > 00) Hindu Iconography, Vol. IT, Part I. 
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Lingapurānadēva described in SII, Vol. II, No. 44 is worthy 
of notice as we very often find a representation of the scene in 
Siva temples. The Tanjor temple itself bears a sculpture on the 
west wall of the central shrine. The group is now known as 
Lingūdbhava. The following is the note of the Epigraphists. The 
Kāraņāgama states: 


“Lingakarasya madhyē tu Candrašēkharavat sthitam 
Nālīkādhasthitam pādam lingūdbhavasamanvitam; 
Vīriūīcirhamsarūpēņa cordhvargo vāmapāršvakē 
Daksé varāharūpasya rūpēņādhēgatē harih; 
Vāmadakstņapāršvasthau kytāmjalisamanvitau 
Svarūpēņa dvipādasthāvajavisūū vibhoh parē.” 


The story is that Brahma and Visņu once hada dispute about their 
relative superiority. Both of them appeared before Šiva who had 
assumed the shape of a huge /i$ga. Visņu had to find out the 
bottom and Brahma the top of she liiga. The former became a 
boar and went on burrowing into the earth and the latter soared 
into the air in the shape of a swan to trace the top. Neither of 
them could achieve his object and accordingly it became evident 
that Siva was superior to both of them. In the group set up by 
queen Abhimanavalli, the gods Brahma and Visnu figure, The latter 
is said to have the face of a boar. The swan form of Brahma is not 
mentioned. The group must have closely followed the repre- 
sentation in stone of the same scene on the west wall of the central 
shrine. 


Tradition asserts that the hill at Tiruvannamalai in the South 
Arcot district represents the linga of the Linga purāņa- Accord- 
ingly pilgrims who visit the temple at Tiruvannamalai have to 
circumambulate the hill itself. It is worthy of note that the liga 
at Tiruvannamalai is believed to be one of the five lingas which 
are supposed to consist of the elements (pafichabhüta). The Ekamb- 
ranātha temple at Conjecveram has the prthvilinga (made of earth) 
and the Jambukésvara temple on the island of Srirangam the apling 
(made of water). "The vayu-linga (made of air) is at Kalahasti in 
the north Arcot district; the ūkāša-linga (made of space) at 
Chidambaram and the téjo-linga (made of light) at Tiruvannamalai 
in the south Arcot district. The ancient names’ of these five 
shrines offer no justification for this supposition. Apparently the 
idea of tracing them to the five elements is a comparatively recent 


one. 
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VI 
There are 37 references to this story in Ārūarar. In thelight 
Of these references to the scupltures, Āgamas and Puranas, Arurar’s 
verses describing or suggesting this story may be studied. He 
says, “There is one ancient authority" “Pantutaw piramāņam 
onruntē”:14 thus begins the poet in one place. It happened, the 
poet says, in former times “Mun?! as told in the Linga purāņa. 
«Visņu and Brahma were then the ancient ones’ — ‘Panta: Mal 
Piramam? 39 ‘The two did not know’ ‘‘Jruvaral ariyoun@’.” There 
were the two are by your (God's) sides’ — Jruvartam ulaiya 
ninravar,”18 in this the form represented as Ēkapāda or Tripāda 
Trimūrti. The very names of Visnu, Narayana and Hari used in 
the Lingapurāņa!? are referred to by Ārūrar in the Tamil forms, 
Nāranan ,2° *Ar? ,21 “Atal Ari? — ‘the conquering Ari or the power- 
ful ‘Ari?,22 “Olari”? — ‘the resplendent Ari’, suggestive of the 

phrases in the Purana (Bhāsadhyastē Bhagavān Harith). 
VII 


Brahma is mentioned as ‘Piraman’.*4 He is ‘aja’ — the un- 
born; this word appears as ‘Ayan’ in Tamil. ‘This seems to be 
the favourite word with Ārūrar; the poet says that even this un- 
born principle of this Universe could not fathom the divinity of 
Šiva. Or, the poet may be ironical. ‘Brahma is the Lord of the 
Vedas’, Vēda mutalvan’’.®> His function is then glorified. He is 
the creator of aeons: i.e., the very time giving place to spatial 
expansions and formations, ‘Uli pataittavan””.2” Brahma is Way 
mukan" — ‘the Lord of four faces’.22 We would expect Brahma 
to be with five heads. Has he lost the other head prior to this 
event? 


14. 7: 46: 5. 

19, 7s Bile De 

16. 7; 20: 9. 

17. 7: 76: 7. 

18. 7; 86: 9. 

19. Muir, Vol. IV, p. 386. 

20. 7: 45: 6 

21. 7: 28: 9; 7: 44: 8 

92. 7: 82: 8. 

23. 7: 84: 8. 

94, 7; 20: 9; 7: 63: 7; 7: 67; 4. 

25. 7: 6: 93 7: 7: 10; 7: 8: 8; 7: 16: 8; 7: 24: 9; 7: 28: 9; 7: 33: 8; 7: 56: 6; 7: 68: 
1; 7: 69: 11; 7: 97: 1. 

96. 7: 40: 6. 

21. T: 84. 8. 

28. 7: 18; 9; 7: 22: 8; 7: 32: 9; 7: 45: 6. 
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Perhaps our poet does not think of cutting away the fifth head 
in connection with the lie uttered here. The other description of 
Brahma whicb has captivated the mind of the poet is his abode of 
the lotus. The flower is ‘Pw’, (the flower), emphasising its beauty, 
appearance and colour. ‘He is on it — “Py micaiyin’’ 9 Tt is 
‘Malar’ — ‘the fully blossomed flower’; the is on it? — “Malar 
micaiyām”*.20 «He rises up on the flower and resides there’ --- “Onki 
malar uraivin” 51 ‘The fiower is not only full of fragrance but 
also wafts the sweet smell — it makes a gift of it? — “Virai tary 
malar””.52 What is this flower? ‘It is the lotus and he is on it? — 
“Tamarayin mēlān”.8 ‘It is a very big flower — a throne of 
flower’ **Paventiya pitattavan’”’ 34 It isa flower of purity and he 
appears glorious and resplendent, the prince of the pure flower? 
— “Tū malar-t tūnral””.35 ‘He is red in colour' — *Ceyyan? 36 


VIII 


The poet enjoys the colour contrast — the red colour of 
Brahma and the blue or black colour of Visnu, whom he describes 
in the same verse as “Kariya nirattān.””" He calls Visnu in another 
place as “Kariya māl”.38 He enamoured of this beautifully black 
one or the good black one — “Walla kariyavan””.9 The colour of 
the eye of the ‘Kapyasam Pundarikam" fame. Ārūrar speaks of him 
as one with eyes like the beautiful red powder specially prepared 
by women “‘Cinturak kaņņan”.40 The term, the poetis more often 
using is *Ma/* — the wonderful, the big, the black, the magi- 
cian, etc. It is used often in referring to this story with ‘Ayan’ 
except in 7: 20: 9. The poet speaks of him as ‘Wetu ma/?42 — the 
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Lord who grew so tall as to reach the heavens for measuring out 
the universe by three steps. This is again emphasised by the 
term 'JVetiyon?? reminding us of the Pnrana’s superlative descrip- 
tion of Visnu.44 ‘He is the Mal ot the flood’, the mahd@ghora ekār- 
nava of the Purana, * Vellattu malavan’? tē 


The conch is also men- 
tioned. 


His symbol is Cakra — ‘Aliyan’,’® in this connection, he 
connects all the greatness of Visnu—‘Umparan’, 'Üliyaw , ‘Aliyan’. 
But after the Gita and the Mahabharata, his conch has become 
more dear to his devotees. Is not Anta! addressing her love-sick 
hymn of Karuppiram nārumē” to this very conch? He holds the conch 
in his hand — *'Gankēntu kaiyan’ 4” There is the Anantasayana 
form of Visnu, another sign of his greatness. The poet refers to 
this along with Brahma’s greatness. Brahma is residing on the 
big flower; Visnu on the couch of the serpent with its big or open 
mouth — *'Pēļ vay aravin aņaiyānum periya malar mēl uraivàmum" 5 
The suggestive force of these lines refuses any translation. All 
this glorification is only to show that Siva is beyond this beyond 
— “Netiya mālukkum netiyar? 4° Has not Brahma been described 
for a similar purpose, the Lord of Vēdas and the creator of aeons? 


IX 


The poet is referring to the līlās of Visnu, which have become 


popular before his age. The orthodox will see no anachronism 


here, for, according to them these feats occur in every aeon — in 
the aeon, say, previous to the springing up of the pillar of fire. 
The grammarians may explain that these are to be taken as mere 
proper names denoting Visnu without connoting any of their 
meaning. From a historical point of view, these terms only show 
the great popularity of these stories. It is significant that these 
relate to the playful activities of Kannan or Krsna. 


Visnu is the great god of protection. His protection is patent 
when the world is manifest during all its evolutionary stages. 


49. -7: 32: 9. 

44, Muir, Vol. IV, p- 386 
45. 7: 40: 6. 

46. 7: 18:8. 

47. 7: 30: 9. 

48. 7: 52: 8. 

49. 7: 33: 8. 
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When there comes the destruction, Visnu swallows it all, to keep 
it safe within himself He Spits it out, as it were, at the time 
of creation. Indeed he is verily the great enchanter and magi- 
cian—‘Mayan’.5° This will suggest he is performing all the three 
activities of creation, protection and destruction. But hisisa 
dependent activity, a Kārya according to Lūkulīša, the ultimate 
basis and foundation of all these, being Siva, as is shown by this 
very story. — *Manninai untumilnta māyan”51 sings the poet. There 
is a pun on the word ‘Man’; it means not only the world but also 
the earth or mud. It is a freak of some children to eat mud. 
Krsna had this freak and when his mother made him open his 
mouth, the seven worlds were seen. Thus the line does not only 
refer to Visnu in general but also to Krsna duntāra in particular. 


In Krsna’s childhood, the demons lay in ambush assuming 
various forms to take Krsna unawares and to make an end of 
him. Two demons stood in the form of two *marutu” trees to 
crush him in between them when he would pass for grazing the 
kine. Krsna, in a playful way tore away the plants as a child 
would a bush, and passed in between them — *'Marutu kiri ūtu 
pona mal”. Another demon ‘Kesi’ came in the form of a horse 
and Krsna tore away its mouth—“Ma vāyp piļantān,”53 * Turankam 
vay pilantan’’>4 Kamsa, the uncle and sworn enemy of Krsna, had 
a powerful elephant of the forest and Krsna — as the deceitful 
child — tore away playfully its tusk —Kāna ānaiyin kompinai-p 
pilanta kalla-p pillai.””55 


The seven demons came in the form of bulls when it was 
declared by the father of the shepherd princess Nappinnai, that 
she would be given in marriage to anyone controlling these proud 
bulls. Krsna, as a humble shepherd jumped into the arena and 
controlled the seven bulls all at the same time. Krsna’s shoulders 
are the beloved of Pinmai, the princess — ‘‘Pinnaj nampum 


puyattān. 56 


50. 7: 85: 9. 
51. 7: 83: 9. 
52. 7: 7: 10. 
53. 7. 13: 10 
54, 7: 87: 7. 
55. 7: 57: 8. 
56. 7: 63: 7. 
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X 


In the presence of these two gods rose the pillar of fire. The 
poet in one hymn makes Visņu and Brahma search in all the 
three fires of the world, i.e. the Sun, the Moon or the Lightning 
and the Fire: “Gutar mūnrilum onri-t turuvi''5" perhaps because it 
encompassed the whole universe. In the Vēdas, Visņu is said to 
have taken three steps. Possibly our poet is suggesting that this 
Védic feat was done in this search for the Lord by both Brahma 
and Visnu having in mind the comment of Sākapūņi. Here is the 
comment of Durgachary as quoted in the Nirukta of Yaska, 
wherein appears the comment of Sakapüwi. ‘‘Visnu is the Sun; 
How so? Because the hymn says in three places he planted his 
step, i.e.. plants his step, makes a planting with his steps. Where 
then is this done? On the earth, in the firmament and in the 
sky' according to Sākapūņi. Becoming terrestria] fire he strides 
over, abides in wherever this is on earth; in the shape of lightn- 
ing in the firmament and in the form of the Sun in the sky. As 
it is said, “They made him to become threefold.”% 


In one hymn the poet exclaims, *He rose high; he rose 
high'— ‘‘Nintavan; nintavan’’®® beyond the search of Brahma and 
Visnu’, *Wāruņan Nānmukhan nētave”. "He stretched Himself up as 
a magic, as the huge fire whose nature was impossible to be dis- 
covered’ — “‘Kanpariya mal eriyā) nimirnton."9 Heis taller than 
the tall Visnu’ — ‘‘Netiya mālukku netiyar.””** The poet addresses 
the Lord ‘“Those who have seen*you could not realise your truth; 
you grew up as a fire — "Ņummai-k kantarkkum kanparitayk 
kanalāki nimirntīr”.* ‘He is the principle of the principles that 
stood there as a fire — *'Talalày nimra tattuvan.”” 3 The poet is 
moved by this wonder of these very gods always with Him failing 
to see Him in His true colours — *7Yruvartām ulaiyü ninravar ulka 
uyay vana-t tuyarvān” 4 — His form rises into the high heavens so 
that the Two always by His side may pause and consider’. He 


57. 7: 67: 4. 
58. Muir, Vol. IV. p 65. 
59. 7: 45: 6. 
60. 7: 16: 8 
61. 7: 39: 8. 
62. 7: 46: 5. 
63. 7: 52: 8. 
64. 7: 86: 9. 
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expresses this idea again and again: “There is the Lord of the 
Heaven, who could not be realised even by that Divine child of 
the deceit’? — “Kallap pillaikkum kāņparitāya Vananatan.”® ‘If we 
had known He is the person who is one with Brahma and Visnu 
and who, all alone away from them, stretches into the unknown 
heights, we would not have come to serve Him” — “Utanay-t 
taniyé antaram celĝatu arintūmēl nām ivarkku atpatome." 99 ‘Even by 
the masters of the Vēdas, He cannot be described, He that is 
unknown to Visnu and Brahma, He isa great illumination, — 
*Ariyā-c curutīyārkkum collavonna-c coti." He is the illumination 
impossible to be grasped by intellect? — * Aritarku ariya coti yan. 68 
What can be more wonderful than this magic of sudden apper- 
ance and uprising of this flame of fire beyond the reach of all? 
The poet asks, ‘Why do you so roam about showing the magic 
from unapproachable even unto Brahma and Visnu?? — “Nanuka 
vaņņam analum aya vétam kütti-t tirivatu enné.”®® This according to 
the poet occurred in the primeval forest — **Wātum kāttil”” Or, 
this may simply mean, *When they searched'. 


XI 


"Visņu and Brahma were frightened, thus stretched He, my 
Lord, the Father’, — **Ayanotu Malum, veruvito ninta emman,?7 
They proceeded to find out. The poet uses the roots, "Tētw, 
‘Nātw, *Netu', and *Turuvw. ‘Tétu’ implies a physical search; 
‘Natw implies a purpose, a mental longing; ‘ nétw perhaps con- 
nected with *nātu', implies the length of attempt; ‘turuvu’ implies 
searching through and through — *Wūātum  kattl;? ‘Nā; 
‘Teti; ‘Neta’; *Turuvi'.'? The fire Pillar was a physical pre- 
sence, but it came as a magic; they did not understand. The 
poet speaks of their seeing Him and yet not seeing Him. The 
first seeing is the sight of the physical presence. What is not seen 


65. 7: 57: 8 

66. 7: 18: 9. 

67. 7: 7: 10. 

68. 7: 97: 1, 

69. 7: 6: 9. 

70. 7: 6: 9. 

71. 7: 69: 11. 
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is two fold; non-perception and non-realization. Even as a 
physical presence, it is never seen as a whole; they see but its 
parts; it is inflnite. Man does not perceive anything unless he 
can put it under its genus and species as known previously by 
hīm. Unless it is related to his knowledge so as to become 
meaningful, what he sees is a mere sensation. There are various 
stages of this perception according to the knowlēdge of the seer. 
He refers to the physical presence as well — **Wayņņariya Ati" 
— *The beginning of all, who could not be approached'. The 
poet refers to all the stages, perception and realization. God is 
not an object to be seen in the physical sense. He is one to be 
experienced and realized. “Kalalati Kana māttā ariyanāy nīnra” "8 
— ‘He who stood as one whose feet adorned with the heroic 
anklets were impossible for the visual powers of the two (Brahma 
and Visnu) to grasp’. “Kantilarā yavarkal kalal kanparitaya pirān””"9 
— ‘He is the Lord whom they did not look in; kalal’ or foot be- 
came difficult or impossible to be seen’. “‘Atzyum mutiyum kāņpariya 
pariyavan’’®° — He is the huge one — the all pervasive — whose 
crown or foot could not be seen’. *Kāypariya””,8! “Kanavaritaya’’ , 
or “Kana” 88 is very often used, What they could not see is also 
explained, thereby enriching this conception of looking. ‘He is 
light of lights — the supreme light” — “Param cutar'.,8& — ‘the 
goal of our efforts — the ultimate value’ — “‘payan’’? — ‘the final 
experience or bliss, this they could” — :*Kanpariya payane."99 He 
could not be seen by them as that great principle conferring 
bliss — “Kāna aritàya Gankaran? 8$ ‘they have not known Him as 
conferring Happiness’. *Kāņā-c campu’’8? — ‘They have seen the 
thing in itself? — “Kana aritaya ...... tattuvan’’ 88 they have not 

seen his characteristic feature — *Tāūnmaikāņā.”89 
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The poet also uses the word *Arivonņā'” and other connected 
terms denoting intellectual knowledge — “Arivonnappatiyan’’9° — 
‘He is the form of nature which cannot be known’. ‘They do 
not know His beginning’ — “Atiyum arikalár 9: “Ariyonna irüivam 92 
*He is the all pervasive Lord and Sovereign who could not be 
known. “Turuvi...... ariyāta māttām”93 «He is the Mahat, the 
great all pervasive matrix, for, the Universe is His form perhaps 
because He is all pervasive’, ‘Or, He is the Lord of the Mahat 
which could not be known even by any thorough search’. The 
idea of clarification also comes. ‘He is difficult of clear under- 
standing’. — **Terivariyas."*! He is an illumination impossible 
to be known by intellectual cogitation — '* A ritarkariya cotiyan.” 5 
The poet also refers to the conception of realization and experi- 
ence by using the suggestive word, 'uņar” connected with ‘un’ (to 


eat) and therefore to experience. ‘He is the Lord of the Universe ' 


beyond the experience or realization of the Two’ — “Unara 
Antan.” The poet perhaps refers to all the human faculties 
when he says, ‘the Lord was not within their power — within 
their reach’ — “Tam param allavar.’?®" 


XII 


The efforts of these two in their search is described by the 
poet. “They searched everywhere’ — **Eikum natiyum.”8 Visnu 
went as the boar and Brahma as the swan.® This does not attract 
the attention of the poet very much; for it is only once that he 
refers to this metamorphosis and even there he does not minimise 
the greatness of these gods by mentioning these forms as theirs. 
He simply states that the swan and the boar could not see Him 
though they searched everywhere — **Enamótu annam enkum nātiyum 
kāņpariyān.”100 ‘Brahma went in search of His crown; Visnu in 


90. 7: 32; 9. 
91. 7: 44: 8. 
92. 7: 76: 7. 
93. 7: 67: 4. 
94- 7: 23: 9. 
95. 7: 97: 1. 
96. 7: 84: 8. 
97. 7: 18: 8. 
98. 7: 68: 5. 
99. 7: 68: 5. 
100. 7: 68: 5. 
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guest of His foot? — Atiyum mutiyum.”11 


“Ati inaiyum tiru muti- 
yum.” 102 


‘The one flew up and the other went burrowing down’ 
— “‘Parantum itantum. 198 


At every step the poet emphasises their defeat. He patheti- 
cally exclaims, ‘Alas!, they searched everywhere; they wandered 
far and wide; they were perplexed and confused’ — “Avā avar 
tētit tirintu alamantar.?! In the first stage it is their egotism that 
predominates. Tirunāvukkaracar in his, ‘Hinka purāņa-t tiru-k 
kuruntokai” emphasises this fact of their non-submission and their 
non-worship. Ārūrar walks but in His illustrious foot-steps and 
therefore he speaks of their not coming near Him and taking re- 
fuge in Him with humility, inspite of their overpowering soverei- 
gnty — “Ko ēntiya vinayatlotu kuruka-p pukal ariyār. 5 They had 
not worshipped at His feet praising Him with the eight flowers— 
“Atta putpam avai kontati pērri...... kanpariya periyavan.” 10 The 
worship may be physical or mental. If it is physical, the eight 
flowers are punnai, the white erukku, cenpakam, nantiyavattam, nilam, 
pātiri, alari and the red lotus. Ifit is mental, the flowers are 
human excellences — ahimsa, control of the sense organs, for- 
bearance, grace or universal love, true knowledge, truth, tapas and 
kindness: They did not see God because they were devoid of 
these. 


XIII 


In the end they were tired — "ayarntum”.27 confused — 
*«glamantār.”$ The truth at last dawned on them. They wasted 
no further time. Without any further delay they fell at His feet, 
the refuge of all — “Talatu unran caram paniya.”99 ‘They con- 
centrated on Him; praised Him sincerely; that was how what.was 
not known and non-existent to them became known all-existent; 
this is the greatness of the Lord’ — “Ninaintu initu étta-p perrul- 
anām perumaiyan ^ They worshipped Him; in that fire-pillar as the 
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great Linga or symbol of the great Lineam — 
able symbolized (as Brahma states in 
Linga Purina story, — 


the Great unknow- 
the very beginning of the 
"^Netumalayan porri ceyyum kuriyg 11 — ‘The 
great symbol worshipped by the Great Mal and the Unborn’. In 
passing, itis clear that the poet interprets the Linga asa sign and 
a symbol — one way of translating that Sankrit word. 


It has already been pointed out that every one of the feats 
of Siva ends in a dance. Our poet therefore sings of the Lord 
dancing in that Hall of dance when He thus was unknowable to 
the conqueror of the horse and the prince of the flower of 
purity — *' Turankan vay pilantanum ta malar-t tonralum ariyāmal 
tūnri ni"ru araņkil āļavallār””2 Is not this beautiful phrase, 
"Ātavallān"* that has captured the imagination of Raja Raja, the 
Great, who endearingly calls his Natarāja of this Great temple 
“Atavallan”’ and christens the measures after this beautiful phrase? 
This makes very clear the influence of Ārūrar. 


Thus may be summarised the spiritual pilgrim’s progress of 
the Two as suggested by our poet. 
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CHAPTER III 
UMĀBHĀGA MŪRTI 


I 


The Mother Goddess is mentioned 133 times by Arirar in his 
hymns. The descriptions, given here and there, may be pieced 
together to form a beautiful conception of the divine Mother of 
beauty. In the traditional way, we may start from the feet, the 
refuge of the worshippers, and proceed to her crown. ‘Her feet 
are soft and tender like the tender shoots of leaves’ — ‘‘Talir pol 
mellati."* ‘They are beautiful like the soft cotton’ — ‘‘Pavicér 
mellati."? Her soft feet are coloured red with the dyed cotton’ — 
** Pasicerum mellati.”3 


II 


'The garment of cotton in which minute threads enter to form 
beautiful patterns flow from her waist. ‘Alkul’ is the word used. 
In later times, it is used in the sense of ‘bhaga’ or the pudendum 
muliebre; but in more ancient times, it was used in the sense of the 
part of the larger curve below the waist as looked at from behind 
— the posterior of a woman. The reference to the garments by 
Ārūrar makes it clear that he is using the word in the older sense. 
The cobra's hood, the convex side of its curve with its dint in the 
middle, probably suggests the form of the convex curve of the 
flesh padded on the pelvis on the back to form the posterior. 
Arürar seems to have been very much impressed with this charac- 
teristic shape; for he mentions the simile at least four times. ‘She 
of the beautiful posterior, like the form of the serpent (its hood) 
— **Aravēr alkulat.”* That is, the hood that is referred. to, is made 
clear by another statement, ‘that lady of the posterior like the 
young serpent with its hood’ — “Pai ila aravalkul pāvai.”5 In the 
other descriptions, the same simile is repeated, but out of the 
love of the beautiful shape of the serpent, the serpent is also 
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described — as inseparable from its hole of a residence — 
" Alaippiriyà aravu””$ and as creeping on the ground — *'Parürum" 7 


If the cobra hangs down with its hood expanded, the hood 
will be the posterior of the woman and the neck above, her waist, 


In this sense, the waist also represented as the hood of the cobra 
— “Pata aravu nun ēr itar”.8 


itis the usual conceit of the poets of India to speak of 
woman's waist as invisible, sūksma, subtle and the Cankam poets 
speak of the portion above the waist and the portion below the 
waist as being broad along with the bosom whilst the waist is 
small.) "This is very well brought out by the comparison with 
“Tuti — the drum of the shape of the hour glass — Tuti itai nan 
mataval”’.1° Our poet speaks also of the subtle, but beautiful form 
of the waist of the Mother — “Nun itai” and “Nun ēr itai? and 
in not less than three places," It is lovely like a creeper; this 
simile expresses the beautiful twist of the tender waist. She is the 
lady of the creeper waist — “‘kofi itaiyaval”’.1? The poet improves 
the beauty by hinting at the creeper in full bloom — “Koti kol 
piinun itai”, probably suggesting the girdles and other jewels 
adorning the waist. Just like the creeper, any twig may be 
tender; the waist, which is in Tamil called the middle of the body 
(itai) is compared to the twig by our poet also — “‘Kompana nun 
ilaipü]".4 The sudden beautiful and artistic bend of the waist 
reminds us of the lightning flash with its creeper or twig-like for- 
mation and our poet calls the waist of the Mother, the waist 
flashing like a lightning — “Min tayankiya itai" and “Min 
ilanku nun itar’’ 26 


III 


The swell of the bosom — the bosom of the Mother — the 
Mother of the divine child, is also described. It is like a bud in 
shape — “Mukil’.1 It is in shape like the conic piece with a bell 


6. 7: 43: 4. 
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like crown used in the game of ‘cokkattān’ (dice), but soft and 
tender therewithal — *Cūtana men mulaiyaj".5 But, after all, it 
1s small; the immature cocoanut is therefore suggested by the 
poet as a better comparison for the true proportions — ‘‘Kurumpai 
mulai”.9 Another ideal that the glands should be so juxtaposed 
in their swell that there is no intermediate space. Māņikka Vāca- 
kar speaks of “Irkkitai poka ila mulai” and "koļlēr pilavakalà-t 
tataūkonkai””.20 Our poet speaks of them as being in close touch 
as it were in embrace — “Punar mulai”.2! Why go on describing? 
They are unique for which there is no comparsion — “‘Oppila 
mulai",? A shining breast-band of ribbon (wir) as seen in fig. 
128 and fig. 133 of Gods and Goddesses of South India, tightens 
them like a bodice — ‘Vardar konkai”,® “Var konta vana mulai’’;*4 
“Var àrum mulai”, **Vart tayankiya mulai”? and "Vāritan kol vana 


mulai’?! A necklace heaves up on the bosom — “Vatem etutta 


konkav” 28 


The shoulders attract our attention. They are always com- 
pared with a bamboo. The comparisonis more appropriate to 
the Mother since her shoulders are not only well shaped and 
rounded like the bamboo with joints, but are also green like the 


the bamboo. Ārūrar speaks, therefore, only of **Vzy" or ‘bamboo’ 


as a comparison.2® The word ‘Panai’ is also used; it means the 


well grown and well rounded bamboo — “Panai tēl”.3% This 


word itself suggests a contrast with the subtle waist — “‘Nunneéri- 
tai-p panai-t Lo] 3X 


Bangles are the insignia of married or marriageable beauty. 
On the death of the husband, the bangles are broken. 
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Ārūrar speaks of the Mother inseparable from Siva as “Mirai 
valai mataniai””*2—*the young lady of a row of bangles’. The 
bangles are on the wrist of the fore-arm—‘“Vajai-k kai mun kai”.33 


As part of the organ, the bangles adorning is not mentioned 
elsewhere; the ‘vala? in these places may be shoulderlets, armlets 
and wristlets. “The lady of the bangle” is almost her name as 
may be seen from its repetition.4 Here the ‘valai’ is described as 
" Kol valai”; it may mean ‘beautiful bangle or the rounded gold 
of bangle or bangle with lines of all patterns’. Her hands and the 
palms cannot be forgotten. Her soft fingers suggest the womanly 
game of ball. ‘On her fingers fall the ball she plays’—‘‘Pantana- 
vum virlalal’’;3> this describes the dynamic part of the game. The 
poet also refers to ‘the static part when the ball is within her 
fingers’ —'*'Pantārum viralal’’ 36 


IV 


The mouth lights up the whole form. Is it not literally ex- 
pressive? Mother’s mouth with the lips, is soft, tender and ripe 
like the fruit; it is beautifully coloured like the red coral. The 
beauty of ripe softness and the ruddy hue are both found in one 
and the same place in the red fruit of the ‘Coccinia indica’ (Kouvat, 
Tontai). Mother's mouth and lips are this very fruit—“‘Tontar 
viy.""' This comparison becomes of royal and imperial impor- 
tance if once we remember, that the Pallavas, the rulers of Arürar's 
age, had their association with the creeper of ‘Tontai’ as this poet 
himself refers to * Tontaimam .38 


Itis the smile that gives the beauty of the curve and the 
light of joy to the lip and the mouth. The smile flashes forth— 
the teeth are revealed as a new creation—‘the teeth of jasmine or 
mullai’—‘‘Mullai pataitta nakai’’.89 Again he refers to the ' Mullat 
muruval”* or ‘the smile of jasmine or jasmine of teeth’. There is 
the white radiation of the smile, *the radiation of the white teeth 
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shining like the pearls—'*' Muttanna ven muruval’’..1 The teeth are 
not only like jasmine and pearls but also like the tender white of 


the quill or springing point of the peacock’s father—** Kuruntāya 
mul eyiru” 42 


Words come forth; they are indeed very expressive and sweet, 
as mother’s tender and loving speeches. There is no harshness; 
it is all tender and soft—‘‘Men moliyal’’.42* It is sweet like the 
very milk she nurses with—‘“‘Palana’.48 It flows like a tune or 
raga or ‘pan’; it is full of music—‘‘Pan àr moli”’;* its beauty or 
subtlety or straightforwardness of import is one better than the 
‘paw or music—‘‘Pannin er mol" or “Pannin nër moli.” There- 
fore, her words have vanquished the sweet musical flow of the 
flute—'*Kulalai venra”. Her sweet words, therefore, put the ya] 
to shame—‘“‘Valai-p palitanna moli" ^? 


W 


The look is much more expressive. The length and width of 


the eye are often exaggerated to suggest this expressiveness, that 
length of love and width of feeling. The very end of the eye— 
a mere glance—speaks of the Mother’s pity and grace. It may be 
the tail end of the eye but the red and blue lines of the eye—the 
veins and capillaries—by their sudden changes reveal the rushing 
of feelings of love towards us. The eye is said to reach the ear 
—a mark of beauty and of sympathy. This represents the long 
look or the length of the eye. The widened look with all the eyes 
fully open represents a complete comprehension—a widening of 
joy with no shrinking or distortion of anger or sorrow. There is 
the calm coolness of the loving eye and tender look of the Mother. 
Her grace comes as far we are concerned unexpected; the loving 


look comes like the flash of the sword, quivering with sympathy 
like the quick rolling fish. 


Ārūrar speaks of all these expressions of the eye. He speaks 
of the ‘long eye’—WNetunkan’’48 ‘the very long eye’—“Ni] 
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netunkan”* “the long eyes with the lines. — "Vari neturkan.”59 
He refers to ‘the cool eyes like the rains or clouds’— * Malai-k 
kan? the eyes which brighten up and flash forth like swords?— 
“Val netunkay”5* *Valar kan".99 He describes ‘the eyes of the 
motherly anxiety, swiftly moving like the fish? — * Kentaiyan 
tataūkan.”% Ārūrar having in view this motherly anxiety calls 
Her, ‘the very fawn’ — “Man. He speaks of Her eye also as 


fawnlike.5 He speaks of the *'Višālāksī” — of the wide eyes —. 


the lady of "*tatankan. 9 


The poet speaks of **Māļai on kam."599 ‘Malai? may mean 
‘youthful, beautiful or innocent’. The shining eyes of the ever 
young mother are youthful, beautiful and innocent, The Tamil 
Lexicon interprets this to mean ‘a tender mango’ or ‘md vatu”. 
The tender mango when cut in twain suggests the form of the 
eye. The fish?? (kentai) also suggests the stream-lined-form with 
its tapering ends. The youth and freshness of beauty and colour 
suggest the ‘kav.’ flower — the red or blue water-lily, and our 
poet speaks of the Mother as "Kūvīyankaņņi's? — the Lady of the 
lily eyes. In relation to wide eyes the practice of feeding the 
eyes with collyrium which darken the eyelids making them of 
wider darkness, intensifies the effect and makes the eyes appear 
much wider than they are. Arirar refers to this practice — 
Motyar kannist and he speaks of the collyrium especially in con- 
nection with ‘‘Tatan kaw"— “Maiyar tatankay’’® 


The forehead really gives shape and form to the eyes as well. 
People read their characters from the forehead. ‘Mother’s fore- 
head beams up with light? —‘‘Own nutal.”’® ‘It is like the crescent 
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moon’ — “Pirai nutal "€ the eighth day crescent as others ex- 
plain it’. The eyes, the mouth, the forehead form the beauty 
of the face. Ārūrar, as all other poets of India, is struck with the 
sweet and strinking resemblance of the blooming lotus with the 
beaming face blossoming into a smile — *'Paikaya mā mukaitāļ.” 


As a crown of it all, come the tresses of hair. According to 
the Tamil tradition, which Kambar has beautifully expressed in 
his immortal epic — the tresses of hair are a sign of chaste marri- 
ed life. It ought not to be touched except by the husband. 
Ravana in Kamparamayanam, therefore, does not carry Sita by 


her tresses of hair as in Valmiki. With the death of the husband 
the tresses of hair go. 


The special word Arürar uses for the tresses of hair is ‘Kulal’. 


In all cases where the poet refers to the tresses, he uses this word 


nearly a dozen times.*” It comes from root, meaning ‘curling’, 


This round tube-like formation of the tresses is not clear. In the 
sculptures of the Pallava age — Laksmi and Durga at Mamalla- 
puram and at Kailasanatha temple have their tresses dressed 
a peculiar way. Here, there is a top hat-like arrangement; the 
*karanda makuta’ looks like a smooth wall of a hat; there is the 
fillet-like arrangement, in the form of a tube going round at the 
bottom of the ‘makuta’, all round. It reminds us of the vāsika 
bandha’. The tube-like bottom reminds the name ‘kulal’. *Mother's 


tresses are long and dark’ — **Var irunkulal."99 The long tress is 


taken out as a strand or twist (puri), curled or wound spirally 
(curi) and fastened (var?) — “Puri curi vari kulal”;% “Puri kulal^^;"t 
«Curi kulal.""? The tresses are well adorned with flowers? — 
<«Pūnkuļal'”y “Malar-k kulal.""* He mentions ‘Kuravam’, ‘the 


bottle flower’ — “‘Kuravamarum kuļal.”"5 He speaks of the honey 
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bubbling new flowers of *konrai”, but in the particular context, it 
may be applicable to Siva; ‘The flowers are full of honey'— 
“Mattar pinkulal?? and therefore, ‘the bees hum there’—“‘ Vantā- 
rum kulal’’.”8 ‘Kuravam’ is said to blossom like a doll and therefore 
much liked by women. But more than the form, it is the frag- 
rance of the flowers, for which they are preferred. ‘The tresses 


themselves become full of the fresh fragrance'—'* Vambamarum 
kuļal”,» *wafted all round” —** Vamģulām.”80 


In one place, he gives the total effect of this dazzling beauty 
On his mental vision. The ‘tribhanga’ and the resplendent beauty 
come as it were in a flash of light and he calls the mother, ‘One, 
who is like the lightning’ —“ Minnanaiyāl.”*81 


VI 


The words used by the poet for denoting the Mother as a 
woman are equally interesting. ‘Pen’? in contrast with “Ån” is 
often used.? One who nurses and takes care of the husband and 
children is a ‘Pen’ coming as it does from the root ‘Pén’3— ‘to rear 
with love. Tiruvalluvar has described the high water-mark of 
this conception **Tarkāttu-t tarkontar pēni-t takai cānga corkāttu-c 
cērvilāļ pen**4—*Peņ is one who protects herself, takes loving care 
of her husband, preserves the excellent reputation without any 
negligenee or fatigue’. 


Another ordinary word is ‘Makal’.85 It comes from the root 
‘Maka’ signifying childhood—a tender youth—from which it has 
assumed the significance of a daughter though the meaning of a 
wife also is found in ‘Manimékalai’ 8 


In this significance of a daughter, the word ‘Makai’ is often 
used by Ārūrar in combination with ‘Malai’? the mountain of 
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Himavān or the Himalayas as “Malai makal?’®? ** Malaiyān makap”, 
cc = j 
Imavàn makal’’®® and ** Varaiyàn matamakaļ.”% 


‘Matam’ also means the conservatism, credulity and the firm 
hold of the feelings of women. ‘Matavaral’ and Matavāl come 
from this root ‘Matam’; they are also used by our poet. This 
root ‘Matam is often compounded with ‘Makal? as * Matamakal*? 
and also with *Matw as ‘Mata matu .9 


‘Mataniai’ is a connected word. This forms another group 
with words like ‘Arivai?® and *Manka? 99 Arüraris a contemporary 
of Cēramān perumal Nāyanār, the author of the First Ula, which 
describes the members of the fair sex of various age following in 
love with the Lord, a beautiful expression of the truth of the souls 
of various stages of development thirsting for God. Members of 
the fair sex from age 5 to 40 are divided into seven groups ac- 
cording to their age. According to this convention which has 
taken a very deep root in later day Tamil literature, the words 
mentioned above have a definite meaning. *Manka?' is one between 
twelve and thirteen years of age—the age of marriage of those 
times. *Matantai" belongs to the next group between the ages of 
fourteen and nineteen. 'Arivai” follows as being between twenty 
and twenty-five years. ‘Pétai’ and 'petumpai” are less than 12; 
‘Teriva? and Périlampen’ are above twenty-five and these words are 
not mentioned by Ārūrar probably because of their assuming 
such a restricted significance in his age as to suggest the usage 
in ‘Ul@ of Céraman Perumal. But, since the Mother is ever said 
to be eternally young—never going beyond the age of marriage, 
the distinction made amidst the words ‘arivai’, *matantai” and 
*mankai' though growing to prominence as is evidenced by the At: 
Ula, could not have become crystallized. In this nebulous state 
of their usage, the poet must have thought, there is nothing im- 
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proper in using these words, even if there is the shadow of the 
new usage overhanging them, since they all refer to a young 
woman in the prime of her youth. This way we get an unexpect- 
ed confirmation of the tradition of the contemporaneity of Céra- 
màn and Ārūrar. It must also be mentioned that Ārūrar's poems 
were composed long before the Ula. 


"Maņkaai” has a family likeness to ‘Enka’, *Tankai”, ‘Nankai? 
and "Wurikai” but the original meaning cannot be definitely traced. 
‘Mankai’ is used with ‘nankai’ as * Mankai naūkai.”91 


‘Nankai’ means ‘our sister’, but the old prefix ‘Na’ found in 
old terms like *Wakkīrar has become ‘Nam’, signifying as of old 
"great as may be seen from such terms, ‘Nampi’, ‘Nammdalvar’. 
‘Nankar’ is then the woman, the great heroine, the princess here 
the Greatest of women, the divine Mother of all.9 This is used 
not only with the ‘mankai’, as already shown, but also with ‘Umai 
a usage which is very common in Ārūrar making it clear who the 
«Nankav” is. The phrase *Umai nankai” is of frequent use.” In 
the hymn!" of Ēkāmpararof Conjivaram, famous for the Mother's 
charity and domestic life, the word ‘Nankai’ is significantly used. 
‘Kamakkottam’ is the temple of the Mother. For the First time, a 
separate shrine was built in Conjivaram, so much so, though 
Kāmakkēttam is a common name of a shrine of Dēvī, Conjivaram 
alone comes to the minds of Saivities. It is because of this im- 
portance that Dēvī is described as Nankaz. 


‘Matanta’ is related to ‘Matam’. 


‘Arivai’? eonnected with the root ‘Ar? meaning soft or tender, 
brings out the meaning of ‘Melliyalal’’, ‘She of the softer or tender 
nature’, of the weaker sex — a phrase also used by Ārūrar.!?1 


VII 


‘Elai’ is another word used by Arirar.102 It means ‘the poor’. 
There is no question of poverty as far as the Mother is concerned, 
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either intellectual or material. Poor man is a helpless man and 
it is this secondary sense of innate helplessness that is suggested 
by women, always demanding or relying on some support. Ārūrar 
uses this term in the phrase “Elai pākan””,1%% a phrase suggesting 
his being her prop of her side. 


"Mātv' and ‘Matar’! are connected. The words ending in 
short ‘U’106 at one stage of the development, had ‘ar’ added; 
*Pantw becoming ‘Pantar’; *Curumpw becoming ‘Curumpar’. *Mātu- 
also accordingly becomes ‘Matar’. An explanation may be offer” 
ed. The pronunciation of the short ‘w’ is difficult to be under- 
stood by foreigners and some pronouncing it more lifie a neutral 
*? must have been responsible for these kinds of forms. Tolkāp- 
piyar, however, speaks of 'Mūtar* as the basic form in his ‘Ur 
ipal'!" and gives the meaning of love or *Katal. To trace ‘Matar’ 
to *Matrw or to explain the ‘ar’ as the epicene plural suffix used 
honorifically is not therefore necessary. *Mātuš means beauty and 
love, very well suited to describe the loving mother of all beauty. 
This word means also a daughter and as such it is used with 
malai” as ** Malaiyin matu’’,°8 ‘the daughter of the mountain’. 


The idea of beauty is suggested by the word 'Kārikav, a 
sanskrit word used by Ārūrar,'% but as old as Tirukkuraļ in 
Tamil.° A variety of female angels are said to inflict human 
beings by their very beauty — 'Takkanankw; the root ‘ananku’ 
means to suffer. The bewitching beauty, with its shining effect, 
is expressed by this word ‘Azankw used by Arürar.! In addition 
to this natural beauty, there is the grandeur of decoration of 
jewels and flowers and garments. This is referred to by the word 
*Taiyal!? and the connected form *Taiyalā? with the feminine 
suffix! coming from root ‘Ta’ ‘to make up’. Jewels are re- 


103. 7: 76: 9. 
104. 7: 6: 5; 7: 58: 1; 7: 68: 8; 7: 70: 8. 
105. 7: 69: 3. 


106. Kurriyal ukaram. 
107. Cuttiram, 810. 
108. 7: 58: 1. 

109. 7: 45: 1. 

110. XKuraļ, 571. 
111. 7: 63: 8. 

12. 7: 12: 9. 

113. 7: 5: 6. 
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ferred to in three compounds: 'Ceyila?,/^  *yi]gj155 and 
‘Entila’.46 ‘Ilai is jewel. "Gēyilai” are red jewels or Jewels of 
excellent art. *Ayila?? are either the beautiful jewels or the chosen 
jewels. *Ēntiļai” are the jewels which she bears or which are 
prominent. 


The purpose of art is to represent the ideal. To Plato, Nature 
is but a rough copy of the ideal; the Tamilians believed in this 
doctrine.. *Pāvai” is a doll of perfect art and as such a young 
woman is spoken of as a doll. The Goddess of beauty, Laksmi, is 
"Pāvai” par excellence—See “‘Pavai ātal.” 7 Ārūrar also describes 
the Mother as 'Pāvai”.!8 The word as having significance of a 
child is used with ‘Malai’ or ‘Varai’ —the mountain—the father of 
Devi, “ Malaippavai, 9 * Varaiyin pavai. 120 


VIII 

The two great names of the Mother as old as the Vedic litera- 
ture are ‘Um@ and ‘Haimavati’. ‘Uma’ means according to Tāra- 
nātha Vacaspatiyam, the Laksmi of Siva. Kāļidāsa states that the 
Mother got this name when she was entreated not to perform 
tapas. 'U* ‘Ma—‘You do not’, i.e., ‘Do not practise penance’. 
Arürar, true to this tradition as already mentioned, uses the term 
* Umai nankai”” with reference to the Mother's form in Conjivaram, 
where she is said to have performed tapas. 


‘Haimavati’ means the lady of the Mountain Himalayas; the 
daughter of Himavan. Curiously enough, Ārūrar uses only these 
two ancient names and their synonyms along with the word Dēvi 
made sacred in the Purāņas and the Āgamas. It means the Divinity 
in the female form; the:crowned queen, a respectful title applied 
to a lady of first rank.1?1 


The expression “‘Umai nankai”” is also of frequent use.!?? We 
have already explained the importance of the phrase “Umai 


114. 7: 89: 4. 
115. 7:9: 1. 
116. 7: 85: 7. 


117. Cilap,, VI, 61. 

118. 7: 33: 1; 7: 40: 10; 7: 67: 9; 7: 85: 2; 7: 91: 3. 

119. 7: 33: 1. 

120. 7:67:9. 

121. ‘Umai’—7: 10: 2; 7: ll: 1; 7: 20: 5; 7: 26: 1; 7: 26: 2; 7: 58: 2; 
7: 55: 10; 7: 59: 9; 7: 85: 5; 7: 97: 4. 

122. 7: 2: 9; 7: 20: 2; 7: 20: 4: 7: 20: 6; 7: 49: 8: 7: 52: 7; 7: 61: 2; 7: 
61: 4; 7: 61: 7; 7: 90: 10. 
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/ 


nankai." Dēvī also implies the same idea of the greatest Goddess, 
the Queen of the Universe, the wife of the Lord.’ 


*Haimavat? is “Himavān maka”, the daughter of Himavān;1%+ 
«Pon malai-k komantan pāvai””'*5 the daughter of the gold moun- 
tain, Himavān. The idea of the daughter of the mountain with- 
out mention of that proper name Himavan is variously expressed 
as *Malaimakal? ?9. ** Malaitaru malai makal * Malaimankai" ,128 
«Mā malai mankai”,?9 “Malaiyin maka”, *Varaiyiy mata- 
makal’ 31 * Malaippavai ,132 *Varaiyin. pavai 99. “Ma malaryal” 154 
* Malaiyin. mātu'1%5 and ** Malaiyutaiyal” °° 


Pārvatī as meaning the daughter of Parvata, the mountain, 
appears in the form of *Pūrppati” in Arirar.87 The replacement 
of ‘v’ by a double ‘pp’ after an ‘r’ is a usage of the Pallava and 
the early Cola age as may be seen in the use of ‘Paruppatam’ and 
‘Parppatam? in Tēvāram and of *Caruppatopattiram by Amita- 
cakaranar of the 10th century. Here we see a difference; the ban 
on the use of an ‘7’ after the short syllable vowel as ‘ar’ ‘777138 
seems to have been effective in the early Cola age, which, there- 
fore, inserts one ‘u’ after the ‘r’ (Carva—Caruppa) but it does not 
seem to have been effective in the Tēvāram age as is proved by 
the words *Ulitarvar' in Appar, ‘Parappatam’ in Ārūrar.? There- 
fore, the form 'Parppati is helpful in describing a particular 
development of the Tamil language in Tēvāram age. 


123. 7: 40: 10. 

124. 7: 44: 2. 

125. 7: 40: 10. 

126. 7: 5: 6; 7: 15: 5; 7: 44: 5; 7: 58: 8; 7: 76: 5. 

127. 7:58:8. 

128. 7:4:5; 7: 10: 4; 7: 15: 3; 7: 33: 4; 7: 38: 5; 7: 54: 8; 7: 98: 2. 
129. 7:84: 4. : 
130 7:41: 1; 7: 82: 4. 

131. 7:73: l. 

132. 7:33: 1. 

133. 7: 67:9. 

134. 7:88: 1 

135. 7:58: 1 

136. 7: 19: 7. 

137. 7: 45: 2 


138. Tol., Cuttirams, 49 and 50. 
139. 7: 79: 1-10. 
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IX 


In describing Šiva in relation to the Mother, Ārūrar speaks 
of him as the Lord — ‘Talaiva.?4° This does not signify any lord- 
ship over her. It is a term known to Tolkappiyam and Cankam 
literature emphasising the fact that in the theme of love, the hero 
and the heroine of equal greatness are the topmost man and 
woman, in all respects — the chiefs. It is in this sense this term 
"Talaivā” in relation to *Talaivi” is used. ‘Kon’ means a king, and 
this term also is used by Arürar.4! In describing a king — here 
the king of all creation — the Tamil tradition from the Cankam 
age is to refer to him as ‘the husband of the chaste wife’. The 
gucen thus seems to play an important role. Therefore, Ārūrar 
also speaks of Siva as the king of ‘Uma’. *Perumánár from the root 
“Per? or ‘Peru’ (great) means the great Lord and is used in the same 
significance in the term **Onnutali Perumānār.””142 


"Kaņavan” from ‘kaw (eye) connoting the eye of the heroine is 
the ordinary term for a husband. Ārūrar speaks of the Lord as 
** Malaimakal kanavan."343 There is another term for the husband 
"Manalan"* from ‘manam (marriage) connoting the bridegroom. 
The original meaning of ‘manam’ is fragrance; and marriage seems 
to make the flower of the bride and bridegroom bloom into 
fragrance — they come from the time of their union to shed their 
light on the surrounding world. 


Arürar's description of the Lord as ‘the bridegroom of the 
doll of the mountain,’ — **Varaiyim pāvai maņaļam”145 — a fitting 
way to describe the coy bride, and as the bridegroom of the young 
lady of the mountain with armlets and wristlets — a suggestion 
of bridal decoration — reminds us of the Kalyāņa Sundara mūrti 
described in Uttarakāmika Agama, Pūrva Karana Agama and Amšu- 
madbhéda Agama. Siva and Parvati the principal figures in this 
form face the east. Visnu performing the giving away of the bride 
to the bridegroom, stands between them in the background with 
a pot ready to pour out the water; his consorts stand behind the 
bride. Brahma, as the priest, is seated before the fire. In the 


140. 7: 24:9. 

141. 7: 55: 10. 

142. 7: 89: 6. 

143. 7: 58: 8. R 
144. 7: 57:5; 7: 67: 9. 

145. 7: 67:9. 
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background are assembled the pleased and happy gods. Siva 
stands firm on His left or right leg whilst He rests the other on 
the ground slightly bent. Of the front arms, the right arm is held 
out to receive the bride whilst the left is held in ‘varada’ pose, the 
back arms holding the axe on the right and the deer on the left. 
He is in three bends with three eyes, Jatémakuta, crescent moon, 
parasu, kēyūra, udarabandha and girdle. He is young. To His left, 
or according to some to His right, stands Parvati with her head 
slightly bent and shy, but fully adorned, draped in silk, holding 
a blue water lily or ‘nila flower’ in her left hand, and stretching 
out the right arm to hold Siva’s. She is as high as Siva’s eyes or 
chin, shoulder or chest. She is a well developed young maiden 
with two eyes and two arms The forms and proportions of other 
figures in the scene are also described. Ménaka and Himavan, 


according to some authority are substituted for Visnu is present 
with the other Dévas. 


x 


If there is not the background of the marriage scene, this is 


only Siva and Parvati standing in the form called Umasahita 
Candrašēkhara mūrti. 


If Siva is alone without Uma, we get the Samabhanga kēvala 
Candrašēkhara mūrti with four hands, according to Amsumad-bhéda- 
gama, holding the *tanka” and a deer in the back two arms and 
holding the front arms in ‘varada’ and abhaya’ poses, with three 
eyes, witha ‘jatamakuta’ adorned with the crescent moon, wearing 
<pitambara’ with the ends coming down as far as the knees and 
bigger folds passing between the two legs. According to Uttara 
Kamikagama, Siva stands adorned with all ornaments on a ‘padma 
pitha with curls of hair hanging at the back as far as the ear and 
the jatā hanging on the right and left as far as the shouldes; on 
the right ear is ‘ratna kundala’, ‘Sankhapatra’ or padma patra’, nis: 
on the left is ‘makara kundala*, ‘simha-kundala’ or ‘patra kundala’. 1f 
this figure carries šūla (trident) and rosary or kapāla (skull) instead 
of ‘tanka’ and ‘mrga , it is Pasupata mūrti, prescribed by the Amsum- 
adbhēdāgama for nitydtsava or daily worship. Siva in the so-called 
Arjuna penance sculpture comes very near this description. Dévi 
stands in this form by Siva’s side on the same ‘bitak? 


or on a 
separate pedestal. 
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If Siva is found embracing Umā, that represents what the 
Agamas call Alingana mūrti”. Ārūrar speaks of Siva as “Puri nūlar, 
punar mulai Umaiyavalotu maruvanār””%6 He is with the ‘yajnopa- 
vita. Heis with Uma embracing her'.4$ This suggests the 
Alingana mūrti. There is also a much more direct reference, ‘Pulki 
ilattil vaittāy”49—You have embraced her and placed her on your 
left’. The Agamas describe this form where Siva’s right arm rests 
on the left side below Parvati’s breast and is placed upon her left 
arm. Uma keeps a lotus on a 'nīlētpala” flower in her right hand, 
or embraces Siva with it, when the left hand holds the flower. 
Or, both Siva and Uma are in mutual embrace, one embracing 
the other with the left and the other embracing with the right 
hand. ‘These are all standing figures. 


If Siva is seated we have the Sukhāsana mūrti when alone, the 
Umāsahita mūrti when seated with Uma, the Umamahēšvara mūrti 
when Šiva and Uma are found embracing each other, and the 
Sēmāskanda mūrti when Skanda is between the seated Siva and 
Uma. 


In the Sukkāsana form, Siva is seated on a ‘bhadra pitah’ with 
His left leg, according to Silaparatna, and right leg according to 
Pūrva kāraņāgama, bent and resting upon the seat and the other 
leg hanging below it, and has yajsopavita, jatāmakuta with orna- 
ments, three eyes, four arms, the back arms holding the axe and 
the deer, the front being kept in ‘varada’ and ‘abhaya’ or ‘simha- 
karana’ pose. In the right ear, there is ‘makara kundala’ or ‘simha 
kundala’ whilst in the left ear is ‘patra kundala’ or 'vytta kundala’. 


In the Umésahita from, Uma with two hands, the right hand 
holding a ‘padma’ or ‘utpala’, the left either in ‘Simhakarana’ or 
‘varada’ pose or resting straight on the seat, is seated on the same 
seat and within the same 'prabhāmaņdala” by Siva’s side on His 
left, facing Him and with her left leg hanging down the seat and 
bent, whilst the right leg is resting on the seat. 


In the Somaskanda mūrti, one faced Skanda, with no clothes 
but with ‘karanda makuta’, ‘nakra kundala’, ‘channa vīra”, waist zone 
and bracelets, 1s in between Šiva and Uma, dancing, or standing 


146. 7: 76: l. t i 
147. The significance of this is explained in the chapter on Daksa. 
148. 7: 76: 1. 
149. 7: 20: 4. 
T. 29 
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or sitting on the seat or on the lap of his mother. When dancing, 
the child holds a fruit in the left hand or keeps it stretched out, 
whilst the right is in sūci pose; when standing, it holds in itsright 
hand a lotus with the left hanging down or both hands hold lotus 
flower or it holdsa book in the right hand, whilst the left is kept 
in ‘varada? or ‘sinthakarana’ pose. According to Karamagama, 
Brahma and Visnu stand on either sides with their consorts. 


The embracing form is Urnāmahēšvara. Visnudharmottara and 
Rüpamamdana give a description of this form. According to 
Rūpamaņdana, Siva has four hands, holding trident, a *mátula 
fruit! on the right, whilst on the left, He holdsa snake with one 
hand and embraces Umà with the other. There are the bull, 
Ganapati, Skanda and the dancing Bhyngin. In Visņudharmēttara, 
Šiva has two arms, the left embracing Uma's left shoulder, the 
right holding a ‘nilotpala’. Uma embraces Siva's right shoulder 
and holds a mirror in her left hand. 


XI 


Coming to the age of Arürar's sculpture, we have adopted 
from Rea, the following description of the panels in which the 


Mother figures. In this the *Mahisásura mardan?’ forms have been 
omitted to be mentioned. 


“In the interior of the small (East) court in the North-east 
corner is a stone with a well carved figure of Siva seated on a bull; 
He holds a trident and a naga on the right hands. On the right 


of the panel containing Pārvatī and the lion, is the small shrine 
with seated figures of Siva and Pārvatī”. 


In describing the Sculptures on the series of cells on the four 
sides of the large court beginning with those immediately to the 
South of the Mahendravarma shrine on the East side of the court 


and numbering in succession round the South, West, and North 
and North half of the East side, Rea describes: 


«No. 1 cell has panelled seated figures of Siva, Parvati and 
child. | 


Space between Nos. and 2— Siva and Parvati 
No. 2—Same as No. 1. 
Space between Nos. 2 and 3—Same as No. l. 


150. Pomegranate. 
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No. 3. Same. 


Space between No. 3 and South-east corner recess, same. 
Space between the South-east corner. recess and No. 4 cell has 
Parvati seated under a banyan tree; one large and two small ele- 
phants are on the left side. A yēgi gits; with his kness bound, on 
the back of the large animal. A female attendant is on the right. 


No. 4 cell has Parvati and the lion. In this panel, an addi- 
tional gandharva figure stands on the left.15 


The space between Nos. 4 and 5 has the usual panal of Siva 
and Parvati. 


Between Nos. 5 and 6 — Siva and Parvati. 


No. 6 — Parvati under a tree with a female chaurie bearer 
on each upper side of the panel; two figures and a kneeling 
worshipper are on each lower side.152 


Between Nos. 6 and 7 — Siva and Parvati. 


Between 7 and 8 — Parvati seated under a tree; a deer is on 
her left, and two are underneath; a bird, probably a peacock, is 
on a branch of the tree; a female attendant is on her right. 


Between Nos. 8 and 9 — Siva and Parvati. 


Botween Nos. 9 and 10 — Parvati under a tree; a female at- 
tendant is on her right and a yogi on her left; beneath the last 
are three bulls with long curved horns. 


Between Nos. 10 and 11 — Parvati under a tree, attendant, 
bird and two elephants. 


Between 1! and 12 — Siva and Parvati.15? 


Between 12 and 13 — Parvati and attendants, birds and two 
elephants. 


Between 13 and 14 — Same as between 12 and 13. 
Between 14 and 15 — Siva and Parvati. 


Between 15 and 16 — Parvati with an attendant on her left; 
two elephants and a bird on her right. 


Between 16 and 17 — Siva and Parvati. 


151. See Plate No. XXXII, fig. 1. 
152. Pl. No. XXXIII, fig. 5. 
153. Pl. No. XXXIII, fig. 31. 
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Between 17 and 18 — Siva armed with a large club — and 
his wife Pārvatī. 

Between 18 and 19 — Pārvatī stands, with two figures on 
each side. On the west side of this space are two representations 
of Brahma — one kneeling, and the other standing; over are two 
gandharvas. 

No. 23 — Siva — with Parvati standing by his side, supports 
and places in his hair Ganga.154 

Between No, 23 and South-west corner cell-Siva and Parvati 
with five attendants. 


Returning along the inner west side of the Court and conti- 
nuing from the south-west corner, the first space between the 
corner cell and No. 24 has — on the back — Siva and Parvati. 


No. 24 — Siva, Pārvati and child. 
Between Nos. 24 and 25 — Siva and Parvati, with attendants. 


No. 25 — Siva and Parvati, with attendants, one of whom 
seems to be Brahma. 


Between Nos. 25 and 26 — Siva and Parvati 

No. 26 — Siva and Parvati with attendants. 

Between Nos. 26 and 27 — Siva and Parvati with attendants. 
Between Nos. 28 and 29 — Siva and Parvati. 

No. 29 — Siva and Parvati. 

Between Nos. 29 and 30 — Siva and Parvati. 

No. 30 — Siva and Parvati, with child and umbrella over. 


Between Nos. 30 and 31 — Siva and Parvati, with umbrella 
over. 


No. 31 — Siva and Parvati and child and umbrella. 
Between Nos. 31 and 32 — Siva and Parvati, with umbrella. 
No. 32 — Siva, Parvati, child, and umbrella, 


Between No. 32 and North-west corner — Siva, Parvati 
child, and umbrella. > 


Returning along the North side, the space between the 
North-west corner recess, and No. 33, has the usual panel of Siva 
and Parvati seated. 


Between Nos. 33 and 34 — Parvati under a tree, with atten 
. 2 i 
dant and chaurie. 


154. Pl, No. CXXIII, fig. 2. 
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No. 34 — Siva and Pārvatī seated by the side of pillar.155 


Between Nos. 34 and 35 — Parvati holding a parrot; an at- 
tendant is behind, and two elephants underneath. 


On the right side between 35 and 36 is a panel with Pārvatī 
under a tree and chaurie bearer on each side. 


Between 37 and 38 — Šiva and Pārvatī. 


No. 38 — Siva as a yogi, seatad with Parvati; two gandharvas 
support the pedestal on which they sit. Brahma sits on the left 
of the panel and aids in supporting the pedestal. Another figure; 
over Brahma, sits with hands crossed in contemplation.156 

Between Nos. 38 and 39 — Parvati playing on a vid, a parrot 
is on the left side, attendant with chaurie on the right and two 
elephants underneath. 

No. 39 — Siva and Pārvatī attended by two servants and a 
gandharva.19* 

Between 39 and 40 — Pārvatī, holding in her left hand a 
flower, on which sits a parrot; an attendandt is on her right and 
a figure sits cross-legged under. 

No. 40 — Siva and Pārvatī and three attendants, supported 
on a lotus by Brahma.158 

Between Nos. 40 and 41 — Siva and Parvati. 

No. 41 — Siva, Pārvatī and two attendants supported on a 
lotus by Visnu. Siva has Brahma's head placed on the top of his 
own. An attendant of Visnu stands by holding his conch and 
chakra.159 

Between 41 and 42 — Parvati, with attendant, parrot and 
two elephants. 

No. 42 — Siva with Pàrvati on his right. On the right of 
Parvati are an attendant and gandharva. A female figure, probably 
Ganga, stands on Siva’s left hand. On the same side are Sūrya, 
Brahma and a female with umbrella over.19? 


Between 42 and 43 — Parvati, attendant and two deer under 
a tree. 


155. Plate No: XXXIX, fig:4. 
156. Pl. No. XLI, fig. 2. 
157. Pl. No. CXXIII, fig. 4. 
158. Pl No. CXXIII, fig. 5. 
159. Pl. No. XLII, fig. 1. 
160. Pl. No. XLII, fig. 2. 
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No. 43 — Siva and Parvati with two gandharvas and two at- 
tendants.!! 

Between Nos. 43 and 44 — Siva and Parvati a halo — in 
plaster — is over Siva’s head. 

Between Nos. 44 and 45 — Parvati attendant, bird and two 
elephants. 

No. 45 — Siva and Parvati seated; under, are two attendants 
— one standing and the other kneeling. A gandharva on the under 
side of Siva’s right, holds a mace, which extends up, and supports 
a yali bearing a lotus, over which is a gandharva with a halo.!9? 


Between 45 and 46 — Parvati attendant, bird and two deer. 


No. 46 — Siva stands with his left foot raised, and resting on 
a pedestal; He holds a musical instrument across His body. Two 
devotees, one with knotted hair and the other bearded — stand 
on his left. Two bulls are seen — on the left of Siva — ascend- 
ing the sky, with Siva and Parvati on each.16 

Between Nos. 46 and 47 — Siva and Parvati. 


Between 47 and 48 — Parvati with an attendant; a yogi is 
underneath. 

No. 48 — Siva, with Parvati placing Ganga on his head A 
kneeling devotee supports another, who, with unlifted hands is 
adoring Siva.19* 

Between Nos. 48 and 49 — Siva and Parvati. 

No. 49 — Siva, Parvati and child; Brahma and Visnu, with 
gandharvas under worshipping the triad .165 

Between Nos. 49 and 50 — Parvati, attendant, bird and bull. 

Between Nos. 50 and 51 — Siva and Parvati. 

Between Nos. 51 and 52 — Parvati, attendant. elephant and 
bird. 

Returning along the east side, from the north-east corner 
the first space between that corner and No. 53 has a back me 
with Siva and Pārvatī; also another with Siva on left side. 

No. 53 — Siva and Parvati. 


161. Pl. No. XXXIX, fig. 3. 
162. Pl. No. XLIII, fig. 1. 
163. Pl. No. XLIII, fig. 2. 
164. Pl. No: XLIV, fig. 2. 
165. Plate No. XLV, fig. 1. 
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Space between Nos. 53 and 54 — Siva and Pārvatī. 
No. 54 — Šiva and Pārvatī. 

Between 54 and 55 — Šiva and Pārvatī. 

No. 55 — Siva and Pārvatī.!*6 


i In the Mahāmaņģapam, the large left panel on the South ele- 
vation has Parvati seated with a noose in her right hand and a 
lotus bud in her left. 


The north side of the same mandapam has — in the large right 
panel — Parvati seated with two attendants on her right; and on 
her left are a bird, and lamp bearers. 


Ardhamandapam 


On the back interior wall of the shrine, is a panel with seat- 
ed figures of Siva, Parvati and child. 


On the south exterior side of this shrine is four armed Siva 
with Parvati. 

On the south exterior wall of the central shrine, and in the 
space between the south-east corner shrine and that on the mid- 
dle of the south side, are a six armed Siva and Parvati, seated 
with their feet on Vyádhi, the god of sickness. 


On the left side of the same recess is the entrance to the 
shrine on the centre of south facade of the ‘vimana’. In the shrine 
— on the back — is Siva seated with his left foot on a gandharva; 
the platform on which he sits is supported by two yal pillars. 
Brahma and Visnu are in attendance, worshipping. 

On the left interior side is Siva in bridegroom’s dress — 
seated on a bull, with attendants; a gandharva leads the animal. 


On the right side of the shrine is Parvati seated on a pedestal 
supported by a yali on the left, and two gandharvas. She is shown 
dressed as a bride. The two panels seemingly represent the 
marriage of Siva and Parvati.1% 


On the north wall of the ‘Vimana’, in the recess between the 
north-west corner shrine and on the centre of the north face are 
Siva and Parvati. Siva has eight arms, and various symbols, in- 
cluding noose, bow and umbrella. 


166. Plate No. XXXI. 
167. Plate No. LI also shows Parvati; Plate LIX also. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


232 NAMPI ĀRŪRAR AND MYTHOLOGY 


In the panel on the back interior is Siva supported by gan- 
dharvas and yális. 


On the north exterior side of the shrine at the north-east 
corner of the ‘vimana’, are Siva and Parvati. Siva has four arms 
and rests one foot on a lotus. Two of his hands hold the ele- 
phant’s skin over his crown. 


In this wherever Siva and Parvati and the child are men- 
tioned, it is the Sēmāskanda marta. If Siva and Parvati alone are 
found, it is the Umāsahita marta. In some, Parvati is not found 
in the company of Siva; in many cases the descriptions suggest 
that these forms are referring to Parvati, performing tapas or 
penance. The repetitions of these forms are very significant. 


XIII 


In Gonjivaram, according to Tantras, Kāmāksi is the supreme 
principle of the Universe. Arürar in one place, refers to the 
Mother, all the characteristics of Siva, even as we find in Cilap- 
patikārrm: sCūntamāka venniru pūci venparralai kalanà vēynta ven 
piraik kannitannaiyor pakam vaittukantīr. 05 You are great in plac- 
ing on one side, her, who is adorned with the laurel ora crescent 
and with the jewels of the white toothed skulls, besmearing her 
body with white ashes as a fragrant paste’, This reference to 
white ash will explain another description of Siva, as besmearing 
along with her, the ashes on the chest —“ Tuti itai nan matavālotu 
mārpil poti aņinār.”** ‘This may be better understood in the light 
of another description where the poet speaks of the Mother as 
inseparable from his broad chest adorned with the garlands — 
«Konrait tariruntata marpu ninkat taiyalal.’?12 


Conjivaram is considered to be the seat of the Mother- 
‘Kamak-kottam — that which was establised by her for saving the 
world in the ancient city of Gonjivaram of the cloud covered big 
groves — the Mother who is inseparable from your wide chest of 
honey bubbling garlands’ — **Tārirun tata marpu nīnkāt taryalal 
ulakuyya vaitta kārirum polir kacci mūtnr Kāmakkēttam” 110a "The 
Mother is said to cook for doing all kinds of charity in every 


168. 7: 49: 9 
169. 7: 11: 5. 
170. 7: 5: 6. 
170a. 7: 5: 6- 
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city’.171 The story of the tapas and worship of the Mother at 
Gonjīvaram is mentioned in every verse of the Ēkampam hymn.172 
This story of the tapas and worship of the Mother is given in 
some detail in verse No. 10 of this hymn. *E/kalinri émaiyavar 
konai īcanāi valipàtu ceyvàlpol ulļattulki ukantumai naūkai valipatac 
cenru ninravā kantu vellan kātti veruttita aūci veruvi yūtit taluva velip- 
patta kallak kampaņai enkal pirānaik kanak kan attyēn perravārē.” 
"She did not slight Him — no negligence was shown to the Lord 
of the gods, Īša, the God. As though she was worshipping Him 
(outwardly) she concentrated on Him mentally with great joy. 
The Lord went and stood and saw it all. (To test her), He 
(remaining invisible) made the flood appear (as though rushing 
on her) and frightened her. In fear and fright, she ran and 
embraced (the liga). The thief of a Kampan manifested Himself 
there. Ah! what a grace I am blessed with an eye to see Him?” 
— This is *Taluvakkulainta vativam’ — the form of embrace.173 


The poet further says: “The Lord saw the penance of her; 
He understood through and through her characteristic features. 
He conferred on her all that she aspired for; He married her.?174 


Appar has referred to the Mother worshipping there at Con- 
jīvaram.!”5 Campantar refers to the river there.17° But the phrase 
Kamakkéttam is not used in literature earlier than Arürar's. Slowly 
the importance of Uma at Conjivaram had been growing probab- 
ly due to the Tantric influence both Hindu and Buddhist. How 
this name Kāmakkēttam came into use is not clear. One of the 
mutts of Sankaracarya goes by the name of Kamakoti Pitha Mutt; 
if Arürar's reference is earlier, Kámakót? must be another form of 
Kamakkottam. Kottam is a temple as is explained by Atiyarkku- 
nallar, the commentator on Gilappatikāram.!77 


Kama, which is the name of Cupid, does not refer to him in 
this phrase Kamakkottam. Temples were in existence, where Kama 
was worshipped in Cankam age: ‘‘Kamavél kottam" is spoken of 
in Cilappatikāram;!”% the two tanks attached to this temple are 


171. 7: 43: 9. 
172. 7: 61: 1-10. 
173. 7: 61: 10. 
174. 7: 16: 1. 
175. 5: 47: 2. 
176. 2: 12: 5. 
177. Kunavayil koftam — Payiram, line 1. 
178. IX: 60. 
T. 30 
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spoken of as **7ru Kāmattiņai ēri” in Pattinappálai.? There is no 
reference whatever to Cupid in relation to Conjivaram, to lead 
us to conclude that what was originally a Cupid’s temple, later 
on came to be converted into a temple of the Mother, though it 
must be noted that the form of the Mother now found holds the 
sugar-cane bow and the flower arrows in its hands even as Cupid 
holds them. Therefore, the word ‘Kama’ continues a puzzle. But, 
we are aware of temples being known after the patron and build- 
ers, as Mayéntirappalli named after Mahēndra. This sends us on 
an enquiry to find any king of the name Kāma and we know that 
one of the titles of Rājasirnha was*dtyantakāmah” found inscribed on 
some of the rathas of Màmallapuram. Can it be that Kamakkottam 
came to be named after this renovator of the temple? In the 
absence of a more definite evidence, such as an inscription in the 
temple, this can remain only a suggestion. 


But the fact that almost all the panels in the Kailāsanātha 
Temple bring out the influence or importance of the Mother 
except a few striking exceptions shows Rājasimha's devotion to 
the Mother. From the numbers omitted on the above extract 
from Rea, one can form a view of the proportion between the 


panels in which. the Mother figures and those on which she does 
not. 


XIII 


The Sēmāskanda mūrta may be taken up for consideration. It 
is one of the clues conclusively proving that any one temple 
where this figure occupies the panel behind the Linga belongs to 
Rajasimha’s age. In the Ekampam temple the liriga is not fluted 
like those of Rajasimha’s age; it is said to be very ancient having 
been sung by Appar and Campantar belonging to an earlier 
period. But there is a panel behind the linga in the Garbagrha 
containing the sculpture of this Somaskanda murta, revealing the 
hand of Rājasimha as a renovator of the temple. 


The Sēmāskanda mūrta is found in Mamallapuram as well 
Longhurst gives a representation in Plate XIV, C19 Rea in addi- 
tion to the descriptions already extracted, gives a few plates in 
which this form is found.!s! Siva has four hands With His right 

179. 1. 139 " 


180. Pallova Architecture, Vol TI. 
181. Plate XLV, fig. 1, is one. 
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leg bent and resting on the pedestal whilst the left leg hangs 
down. The child is there perhaps sitting on the lap of the mother. 
The mother has only two hands; the left hand is resting straight 
on the pedestal and the left leg is hanging. Visņu is on the left 
of Siva whilst Brahma is on the right. With reference to the pre- 
sence of Visnu and Brahma in the Umāsahita Sukhasana form and 
in Sēmāskanda form, it may be stated that the original Trimürti 
shrines when Siva’s worship assumes importance are thus reduced 
to these forms with the old Brahma and Visnu continuing to be 
present on both the sides. We see this change gradually taking 
place at Mamallapuram. Arirar, when he speaks of the Lord 
coming to Kūtalaiyārrūr, speaks of Visņu and Brahma being there 
with Him along with the inseparable Parvati — **Vaiyakam mulu- 
tunta Mālotu nanmukanum ... Pāvaiyētum utané ... ponta aticayam 
ariyéng" 182 


Plate LII, fig. 1 is from the Tripurantakésvara Temple. The 
Abhaya pose of the right front arm is clear. The child is on the 
mother's lap and the mother is embracing it with the right arm. 
Otherwise this is like the Plate XLV. Plate LII, fig. 3 gives a 
pafīcaloha image of Sūmāskanda, perhaps of a later age. The axe, 
the deer, abhaya and varada are there in the hands. The right 
leg is hanging down. The child is separately shown between 
Šiva and Pārvatī in a dancing posture. 


Plate XCVI is from the Matangéévara Temple. Siva is rest- 
ing his hanging left leg on a stout figure. Parvati is resting her 
left hanging leg on a head. The makuta is there for Skanda. He 
is holding something in both the hands. The crown of the 
Mother is different from what it is in Plate XIV. Visnu and 
Brahma are also there. Siva seems to be holding a snake in his 
upper right hand, which is curling up its head near His thigh. 


Plate CIV, fig. 1, is from the Muktēšvara temple. The hang- 
ing legs of Siva and Parvati are on a pedestal. Parvati is seated 
slightly lower down. Ydalis are below the pedestal, suggesting the 
idea of Simhāsana. There are umbrellas both above Siva and Pār- 
vati. Brahma and Visnu are there. Plate CX VII, of Sēmāskanda 
mūrti, is from the Airavatésvara temple. 


182. 7: 85: 2. 
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Ārūrar speaks always of Parvati and Siva being together. In 
ten places he refers to Siva as the father of Muruka!9? and at least 
two places he speaks of Parvati as his mother.1* These references 
taken together describe the Somaskanda mūrti. Umāsahita mūrti 
without Skanda is like the Sēmāskanda mūrti above described. It 
is found in Plate XXXIX, fig. 3. The back right arm of Šiva 
probably holds a rosary. bid., flg. 4 also is an Umāsahita mūrti 
(probably Candésa anugraha mūrti). Siva is resting his right front 
hand straight on the pedestal. The left leg is kept downwards 
and lifted up vertically to rest on the pedestal. The right leg is 
hanging down. The left front arm is resting on the raised up leg. 
Both the legs of Parvati are hanging down. Her right arm is rest- 
ing on the pedestal straight. Plate XLI, fig. 2 gives another 
Umāsahita mūrti. Siva sits cross legged with the left leg hanging 
and the right leg going over it. There is a rosary in the right 
back arm. The left leg of Parvati is hanging down. Brahma is 
perhaps performing pūjā. In Plate XLII, Rea gives another Umā- 
sahita mūrti The right leg of Siva hangs down and the foot rests 
on a pedestal and the left is crossed overit. The right leg of Parvati 
hangs with its foot resting ona pedestal, whilst the left leg is bent 
downwards and kept vertically on the pedestal. Siva has four 
hands and Parvati two. Visnu is worshipping with lotus. Plate 
XLIII, fig. 1 gives another Umasahita mūrti. The front right arm 
of Siva rests on his thigh. Parvatiis not resting her hand straight 
on the pedestal. 


Plate LV, fig. 1 gives Parvati and Siva standing as in Uma- 
sahita Candrasékhara form. We suggested this may be Tripurantaka. 


Plate LVII is also an Umasahita mūrti but this is Gajāha mūrti. 
Plate LIX is also an Umāsahita mūrti but this is Gangadhara. Plate 
XCVII, fig 1 (to out right side) is another Umāsahita mūrti. It is 
unique in as much as Parvati is on the right side of Siva, as men- 
tioned in some Agamas. This sculpture is from the Muktēšvara 
temple. 


Coming to the Age of Raja Raja, we find the Umasahita mūrt” 


about which the epigraphist writes as follows: “In the group 


189. 7: 5: 2; 7: 16: 7: 18: 6; 7: 38: 8; 7: 58: 3; 7: 59. ] 
6; 7: 68: 7; 7: 83: 5. 
184. 7: 46: 9; 7: 62: 4. 
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Umāsahitar described in No. 32,18 the God and Goddess are sepa- 
rate images seated together and accompanied by a standing image 
of Subrahmanya and one of Ganapati. The donor was a certain 
Vēļān Adittan alias Parāntaka Pallavaraiyan. This group is pro- 
bably the same as that now known under the name Uma Mahēs= 


vara, though in the latter Subrahmanya and Ganapati do not 
generally figure: 


Hémadri’s description of Uma Mahésvara mūrti is as follows: 


“Yugmam stri purusam karyam umésau divyarūpiņau 
Astavaktram tu dēvēšam jatācandrādhabhūsitam; 
Dvipāņīm Dvibhujām dēvīm sumadhyām supayūdharām 
Vimapanimtu dēvasya dēvyāh skandhē niyājayēt; 
Dakstņantu karam šambhērutpalēna vibhūsitam 
Dēvyāstu daksiņam pinim skandhē dēvasya kalpayēt 
Vāmapāņau tathā dēvyā darpanam dāpayēndubham.” 


In the Kūraņāgama, under Saparivar- Omamahēšvara-dhyāna 
occurs the following: 

“Vamé šailasutā purastu ursabhai: hašcātsurēndrādayā 
Dailyārišca vidhisca pāršvadalayērvāyvādikonēsu ca 
Bhynginaradabanabhairava gajas yaskandaviresvara 
Madhyé šubrahsarējakūmaļaruca $ambhum bhajē 

panduram.” 


Tn his Byhatsamhita, 85 Varahamihira describes Siva as follows: 


*Sambhoh  $irasindukalà vysadhvajoaksi ca trtūyamaļ 


cordhvam 
Salam dhanuh pināka vāmārdhē và girisutārdham.” > 
. "Y 
d 
This was perhaps the commencement of the worship of the " - 
deity in its feminine aspect. : P 


There is also the Kalytnasundara mūrti in Plate XLII, fig. 2, 
though Rea does not describe it as such. Only two hands of Siva 
are seen. Parvati has only twohands. There is an umbrella over 
the crown of Parvati and a bigger one over Siva. Brahma is | 


> 


standing on Siva’s left. He is said to be the officiating priest. : 


185, S.I.I., Vol. II. 
186. Chapter XI, verse 43. 
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Parvati is to the right of Siva; she is in the act of placing the 
right food forward tothe left. Siva is taking or holding her right 
hand into, and with, His right hand. His feet are oriented to- 
wards the left. Probobly it represents ‘“‘Saptapadi” part of the 
ceremony of marriage after pūņi-grahaņa, the walking seven steps 
together. In between Siva and Brahma is seen a head with a 
halo; Rea identifies it as the Sun. It may be Visnu, the halo 
being there to show his importance. On the right of Parvati is a 
woman standing with the right hand on the hip and left raised 
up to the crown. On the left of Brahma is a man with a crown, 
necklace, armlets and ear-rings. These last two are probably 
Mena and Himavan. There is a Gana at the left hand corner 
coming up to the knee of Parvati. The marriage represented in 
two opposite panels found in the Artha mandapa has already been 
mentioned. 


Coming to the later ages, we find the inscription,!%7 recording 
that before the 29th year of the reign of Rajarajadéva, his queen 
Trailēkyamahādēvi set up copper images of Siva called Kalyāņa- 
sundara, of his wife Umāēparamēšvarī, and of the two gods Visņu 
and Brahman, who were represented as worshipping the first 
image and that she presented a number of ornaments to the first 
two images. An inscription of the 10th year of the reign of 

. Rajendra Cēļadēva,!* refers to these two images of Kalyāņasundara 


and his wife as having been set up by Trailēkyamāhādēvi, the con- 
sort of Rājarjādēva. 


The name Kalyāņasundara means, ‘Sundara’ preparing himself 
for the marriage. The group consisted of the god Siva with four 
arms. Close to Him was His consort Umūparamēšvarī, An image 
of God Visnu with four arms was pouring water into the hands 
of the God Siva, and Brahma was comfortably seated offering ob- 
lation. This is the usual representation of the marriage off the 
God Sundarēšvara of Madura with the goddess Mīnāksi. 


Of Kalyanasundara also called Vaivahikamürti the following des- 
cription is given in the Karanagama: — 


<«Sindūrābham triņētram Jugabhujasahitam harake zyūrabhūsam 
Divyaīr vastrairvrtāņgam verakatakalasaddhzmakalharabhüsam 


187. No. 48 of the S.7.7,, Vol. II. 
188. No. 11. 
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Sambhum daksinaparvatikaratalam sauyēna — sangrhoatam 
Tankam kysņamygam dharam varakaram cūdhēndubaddhā- 
daram. 
| Jatāmakutasamyuktam candrārdhakytabhūsanam 
Tyyaksam caturbhujam namasyē navayauvanagarvitam 
Samabhangayutam dévasthanakam samprakirtitam 
Kuiicitam savyabādēna sthitasvyētaranghrikam”, 


XIV 


To continue Ārūrar's reference to Siva in relation to Parvati, 
our poet describes Siva being supremely happy with Parvati. 
‘Makilnan’ 189 and ‘makilnta’ 399. Srügara rasa is made to corres- 
pond in Tamil to ‘Uvakai’ or happiness and Ārūrar uses the verbal 
form ‘Uvantir’.1%1 There is a connected word ‘Ukantir’1 which 
also has a suggestion of happiness but the basic meaning accord- 
ing to Tolkappiyam is, ‘You become great with her’. Siva is also 

| said to be seated as rest with Parvati, suggesting liking or propriety 
| in the combination—*Amarntavan*.198 This suggests the Sukhāsana 
idea. ‘Mévum Icav’*4 is another term. It may mean *Īša who 
likes’ or Īša who reaches or attains her or who is by her side’. He | 
also speaks of “Utan ... máyavam" 395 The Lord is all love for | 
| her — '*Parivutaiyür 99 *Parivu” is pity also; it may be referring 
| to His becoming manifest when she became frightened. He loved 
| her so much that when she was the daughter of a mountain, He 
| became the man of mountain country, that in His culture— 
| “Virumpiya māyamil māmalai nātanākiya māņnpaņ”1” He is equally 
possessed of her love all to Himself along with her form.1% 


“Utan urai vālkkai” is favourite phrase with the ancient 
poets.9? It is domestic life of not only co-operative partnership of 
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man and woman but also of actual physical inseparability. This 
has been the dream of women in the Tamil land; they want to 
realize their dream at least in their next birth. In the ideal re- 
presentation of Siva and Parvati, the dream is found realized and 
Ārūrar speaks of ‘Malai makal utanurai valkkai’ ,2°° as an important 
sign of Siva’s divinity, thus hinting at the indispensable 
Umāsahāyatva aspect of Godhead spoken of in the Upanisads. 


XV 


There are three terms used which seem to be all connected 
at first sight: "Parku ‘Parkan and *Kūran.* Kūru is a division, 
or a share. ‘Panku’ is ‘paku with nunnation and means a share. 
«Pāka”, if derived from Bhaga, means also a share or a moiety. It 
may also be taken as a form of ‘Pankan’ — a partner, a friend. 
Pakan means one who drives the elephant and therefore one who 
drives any animal; Ārūrar has used the term ‘Vitazyim pakan’ 1 
in punning on this word he makes the Lord ‘Paka of the bull’ and 
Parvati and Visnu, as their leader or as being by their side: 
«Patamūtum pampanaiyanukkum pavai malla] tanakkum vatamāļum 
mal vitai ērrukkum pākaw.22 But the term *Pankam and ‘Pakaw’ 
are explained sometimes, as is shown in the Tamil Lexicon, as, 
‘One who is by the side of’. They become merely the name 
of the part of any place like “Orupal’:?°3 See “Kanni panka’’, 
“Umai pankā”, *Maūkai panka", *"Mankai pankinaw*, “Nankai 
pakā’, Malantai panka”, “Ayilai patikinar”, “Pavai pankan” “Or 
pankutaiyir 9 


cc ; nkā??:205 66 Danny j o 
Kawmi pankā”; Pāvai pankan; 0  “Umai panka” 2o 
« Mankai panka",98 * Matantai panka ??9,— “Umai nankai Parka" ;210 
2 
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“Or Pankutaiyiy"?U.—a]] these use the word ‘Panku’ in various 
forms and combinations. It is the idea of * Utanurai valkkai" that 
is conveyed by these terms. This meaning of being by his side 
is strengthened by such usage as *Pankinil tanka”,2!2 ‘whilst she 
rests in one part’ necessarily meaning ‘one side’ because of the 
force of the word ‘rests’. In view of the idea of Ardhanārīšvara 
form the meaning of sharing the body, in other places, may not be 
absurd and at least in one place there can be no other meaning — 
“Pankam ceyta Mataval??3 The verb ‘ceyta’, ‘who did or effect- 
ed’ rejects any other meaning. ‘The youthful damsel who has 
effected a partition (of your body)’ — this is the meaning of the 
pharse. 


‘Pakan? is the next word. Ārūrar speaks of ‘Or pakam’24 
“Oru pākam”,%5 “Oru pākā”,* or *Pūkam vaittukantan?? 217 
"Pakam amarntavam” or 'amarntu',8 “Oru pākam vaittār or 
vaittu”,19 < 4naūkoru pākam vaittu”,% “Elai pàkan" 2 “Umai 
pükan",?2 “Köl vaļaiyaļai ör pākamāy”,”2 Pīkam”,%% and 
*Paákan.?5 Even here the suggestion of Ardhanārīšvara is not 
inappropriate. 


‘That form alone should have been intended in a few places: 
**Tīrumēņi vilanka or tannamar pūkamatākiya”,226 — ‘The one part 
(of his body) which He likes, He has made it shine with the divine 
form of the lightning-like Lady’; “Pen pakam orupal ceytin??22? — 
‘He made one part of the body the share of the woman’; “Tevi... 
pavaiyükat tanatuyuvam orupākam cérttuvitta Pērumān” 228 ‘The 
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doll of the mountain is His consort; in His form in one part the 
Lord has made her in Him combine’; “Jraivar Umai ororu pākam 
pen am avar’ ,?9—'"He becomes along with Uma one part woman, 
one part man’. “‘Umaiyãlai oru pākattatakkinān””23 — "One who 
made Umi to fit into one part (of His body)’. In all these cases 


there can be no doubt that it is the Ardhanárisvara form that is 
described. 


Even as Ārūrar speaks of “Pakam konta” and *'Panku konta" 
he speaks of “Ör pal konta”, “Ör pal konta mani ?9* and "Or pal 
makilntu" 82 suggesting that the Mother is on one side. But in 
*Orupil mēkam  mikuttu ilakum  küru cey apparicu'?95 — “That 
characteristīc feature of the Lord according to which the Mother 
partitions and takes away the shining part as hers —the reference 
can only be the Ardhanarisvara form. 


This is because of the force of the word ‘Karu’ or share used 
therein. In all places where this word is used there can be no 
doubt about the poet describing the Ardhanarisvara form. “Or 
kūranām”,34 Or küram"95 “Or kūrutaiyam or Kürutaiyay ?* 
<«Kūranri-k  küruvatillaiyo 9 Kūraw,* 'Kürukantu'?? and 
* Küramarntw , it is clear the reference is to Siva partitioning the 
body between Himself and Parvati, with all His heart and as an 
important act. This is made clear by another reference that 
the moiety of the body is the partitioned share of the lady — Pat: 
mātu oru kürutaiyan" 9? Our poet is looking upon this as a great 
ideal— Fatherhood and Motherhood of God as embodied in one 
form — and he speaks of Siva as holding to this as His divine 
principle of one bearing up with this partition — the divine ideal 


229. 7: 53: 2. 
230. 7: 59: 9 
231. 7: 58: 1 
RI TS UEI 
233. 7: 84: 5. 
234. 7: 12: 5. 
235. 7: 64: 9. 
236. 7: 22: 5; 7: 23: 8; 7: 26: 2. 
237 7: 44: 2. 
238. 7: 83: 7. 
239. 7: 74: 10. 
240: 7: 25: 4. 
941. 7: 74: 10. 
242. 7: 70: 8. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


UMĀBHĀGA MŪRTI 243 


or observance or a characteristic feature of this divinity or pride 
—*'Kūru tankiya koļkaīyinān” 248 


XVI 


There are other descriptions which clearly bring out thecon- 
ception of the unity of Fatherhood and Motherhood of God: ‘You 
have placed the woman in one half of your body’ — ‘‘Pati or pen- 
uai vaittāy” 4 In what part of the body she was placed is stated 
in other verses: *Ītattil vaittày i5 — “You have placed her on the 
left side”; ** Matinukku utampu itam kotuttān”A — «He gave a place 
on the left portion for the woman in His body’; %Matamātu itam 
akattaval’’,**” — ‘The young damsel is on the left in His body’; 
“Akam kontar" ,5—'He took her within His body’; **Akattamarnta- 
ruli^,9—'He was pleased with her being in His body’;—thus He 
showered His grace. The poet speaks of the Lord of the man and 
woman form: “Pen am āya pirāy',259 ‘Pen an āvār”.5) The Lord 
dances in this form with the *tētu” or ‘patra’ woman's ear-ring in- 
serted in one ear and ‘kulat or ‘kundala’ or man’s ear-ring swing- 
ing on the other: “Töötu peytu oru katimil kulai tūnka...... āļumāru 
vallār”.252 There is another form of God, ‘the Bhiksatana mūrti? 
which symbolizing God’s wandering in love for the souls is of 
special significance to the Saivites. Ārūrar imagines that God 
goes wandering in this ‘Man-woman form’ — Nil netun kaņņināļo- 
tum kūrar”,” ‘with the anklet of heroism jingling on one leg and 
the anklet of woman-hood on the other’ — “‘Kaccér aravonru arai- 
yil acaittuk kalalum cilampum kalikkap palikkenru uccam pota tūrūr 
tiriya".9* Here on one side is the gold and silk garment of the 
Mother; on the other side is the skin garment of the Father. 
Thus He roams about: Tukilotu pon tolututtu ulalvāäne” 255 There,is 
another description: 
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* Kurramil tan atiyār kūrum icaip paricum 
kocikamum araiyil kovanamum ataļum 
mal tikal tin puyamum mārpitai nīru tutai 
māmalai mankat Umai cēr cuvatum pukaļak 
kar ranavum paravik kaitolal en ru kolo’: 


«The music or the fame sung by His faultless devotees — the 
silk (of the Mother), the lion cloth and the skin at the waist (of 
the Father), the strong wrestling like strong and good looking 
shoulder, the mark of the Lady Uma’s embrace or part in the 
chest, full of the sacred ash — these when shall I praise repeating 


what all I have learnt for praising and when shall I worship 
them?” 


There are 131 references to Lord Siva being one with Uma, 
the Mother Goddess. Siva is always found inseparable in the re- 
presentations with the Mother Goddess. The Pūrvakāraņagama, 
however, states in the representation of Bhiksdtana, Kankāla, Hari- 
hara, Ardhanārīšvara, Kāmāntaka, Daksinamarti and Sukhāsana forms, 
the Mother Goddess should not be represented, whereas, in all 
other aspects, she should be found near Siva. But Nanacampan- 
tar makes the Mother inseparable in almost all the representations 
as may be seen from his famous ‘Koloru Tiruppatikam.?9" Probably 
he is following the tradition of the Tamil land that beautifully 
expressed in the invocatory verse to Kalittokai, where the activi- 
ties of God are shown to be inspired by His Sakti or the Mother 
Goddess keeping the time for His various dances of activity — 
Kotukotti, Pantarankam and Kāpālam. The sculptures of the, Kailāsa- 
nātha Temple seem to agree with this. 


Ārūrar is not so very clear about this question but perhaps 
the juxtaposition of the terms, “Malai mankai maņāļam māranār 
utal nirélac cerTut tulaitta ankatiotu tūmalarkonrai tolum nūlum tutainta 
varai mārpan”'*% may be interpreted as referring this inseparable 


aspect mentioned in the verse of *Kolaru Tiruppatikam’ in this very 
representation. 


What is therefore more important is the Ardhanārīšvara form 
which Manickavacakar calls the most ancient form: 


*Tonmaik- 
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kūlam'.*59 The invocatory verse to Ainkurunüru refers to this form: 
“Nila meni vūliļai pākattu oruvan irutal nilar kil mūvakai ulakum muki- 
litana muraiyē”. 


It is the firm conviction of these poets as is stated in this 
very verse that the creation and the multiplication of the species 
is due to this form. The Védas refer to the one principle desirous 
of becoming many for starting the creation. In many places we 
find the usual description of Siva being made the description of 
Sakti as well. Even this Ardhanarisvara form is found thus trans- 
ferred. The Goddess of Madura is identified with the Mother 
Goddess by the closing venpa of Alarpatu katai of Cilappatikāram 
and she is described in the opening lines of the next kātai,2% as 
an Ardhanari: 


“Ttamarunku īruņta nilam ayinum 
Valamarunku ponniram puraiyum méniyal 
Itakkai polampūņ tāmarai éntinum 
Valakkai aiicutark kotuvāļ Pitittol 
Valakkāl punaikalal kattinum itakkāl 
Taniccilampu ararrum takaimaiyal" 21 


The Sivapurana gives its own version of this form. Brahma begot 
the Prajāpatis but they were not able to create the world and its 
beings. Thereupon, the creator meditated on Mahésvara, the 
Great Lord, who appeared to him in the Ardhanārīšvara form, 
reminding the creator thereby the necessity for the female princi- 
ple in creation. 


XVII 


There is another story, where, when the Rsi Bhrngin went 
round Siva alone in his worship, whereupon, the Mother Goddess 
prayed to God for being united with His own body, so as to pre- 
vent any worshipper neglecting her. Almost all the Agamas and 
other works on sculpture give a detailed description of this 
image. The right halfis male and the left half is female and 
therefore the right half has a jatamakuta with the crescent moon; 
the right ear has a kundala; the right half of the forehead has one 
half of an eye; the whole of the right side is adorned with orna- 
ments peculiar to Siva and the garment should cover the body 


259. Tirukottumpi in Tiruvācakam — V. 18. 
260. Kafļurai katai. 
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below the loins only-up to the knee, the garment being the tiger’s 
skin or silk. On the right part of the chest there is the ‘naka 
yajnopavita. ‘There is the serpent as yajūēpavīta and a girdle of 
snake on the right side of the loins. The right half 1s besmeared 
with ashes. 


Coming to the left side, there is the ‘Karandamakuta (Kontai) 
and a half ‘tilaka’. The left eye is painted with collyrium and 
the left ear wears a ‘valika’. The parrot perches upon the wrist. 
There is one bosom on the left and there are ornaments fit for 
women. This half is smeared with saffron and draped in colour- 
ed silk saree up to the ankles.. The garment may be of white silk 
also and is held tight by three girdles. There is the left anklet 
and the left foot is tinged red with henna (marutēnri). If there 
are four hands, the twoon the right keep the abhaya pose and the 
‘parasu’, or the varada pose and the trident, or the abhaya pose and 
taūka (tuti) or the trident and the aksamālā. In some cases, one 
arm is bent resting on the bull, while the other keeps the abhaya 
pose. Of the left two arms, one is bent and resting on the bull, 
whilst the other, is let down hanging, or, hold the blue lily or the 
blue lotus. 


If there are only two arms, the right, is the varada pose, or, 
holds a skull, whilst the left either is let down hanging, or, keeps 
a mirror or a parrot or a flower, or, rests on the head of the bull. 
The Āgamas also contemplate three arms, when there is only one 
on the left side, holding a flower or a mirror or a parrot, adorned 
with armlets, wristlets, bangles and other ornaments. This refer- 
ence to the three arms is important because of the Ardhanárisoara 
sculpture found in the Kailasanatha Temple at Kaücipuram. It 
has three arms; the front right hand is holding a trident by its 
lower end while the back fore-arm on the right is raised up to the 
jatāmakuta and is holding a cobra by its tail whilst the cobra 
hangs down lifting up its hood near the hand holding the trident. 
The left hand on the Mother's side holds a ‘vīna and its elbow 
rests upon the sitting bull. Whereas the Amšumadbhēdāgama, the 
Kāmikāgama, the Suprabhēdāgama, the Silparatna and the Karana- 
gama insist upon this image being in a standing Posture, this eni 
ture represents as a seated form. In this sculpture, the ‘vīnā 


takes the place of the usual parrot. Ārūrar as already stated 
refers to this form as “Pen an aya piran” 262 
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Ardhanārīšvara form is represented in Dharmarāja ratha of 
Māmallapuram. This form is found even in Jāva and the Eastern 
Archipelago, where the inscriptions explain that in this form 
Sakti and Siva are conceived as essentially one and the same. 


XVIII 


An image of Ardhandrisvara was set up by Krsna Raman.263 
The note of the Epigraphists is as follows: The image is often 
met with, among the sculptures of Siva temples in Southern 
India, and is partly male and partly female. In one of the niches 
of the north wall of the central shrine of the Tanjore temple, 
there is a figure of Ardhanārīšvara. This differs from the group 
described in No. 39, there being a bull in the former close to 
which the fiure is standing. A later representation of Ardhanār- 
īšvara in the Madura temple has no bull. In the group set up by 
Krsņaņ Rāmay and the sculpture on the north wall of the central 
shrine the 7svara half has two arms and the Uma half only a 
single arm. In the Madura sculpture each of them has two arms. 
Hēmādri in the Vratakhanda of his Chaturvarkacintāmaņi describes the 
figure of Ardhanárisvara as having four arms: 


*tArdham dévasya nari tu kartavyà $ubhalaksana 
Ardhamtu purusah kāryah sarvalaksanabhisitah; 
Īsvarārddhē jatājūtam karttavyam candrabhüsitam 
Umārddhē tilakam kāryyam simantamalakam tathā; 
Bhasmēddhūļitamarddham tu arddham kunkumabhisitam 
Na gopavitinam cārddhamarddham haravibhisitam; 
Vāmārddhē tu stanam kuryyāt ghanam pinam suvarttulam 
Umārddhē tu prakarttavyam suvastīrēņa ca véstitam; 
Mēkhalām dapayéttatra vajravaidūryyabhūsitām; 
Urddhvalin gam mahēšārddham sarpamékhalamanditam; 
Pādaūica dēvādēvasya samapanmoparisthitam 
Salakttakam smrtam vāmamafījanēna vibhüsitam; 
Trišūlamaksasūtramea bhujayoh savyayoh smrtam 
Darpanamcorpalam kāryyam bhujayorapasavyayoh.” 


The group set up by Rajaraja's general was made of copper 
but the Umā-half was coated with brass. Closely connected with 
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this group is No. 47 which records the setting up of an image of 
Bhringiga with 3 arms and 3 legs by Kūvan Aņņāmalai alias Kēralān- 
taka Virupparaiyan. Yt was the exclusive devotion of Būriņgīša to 
to the god Siva that led Parvati to seek union with her consort in 
the form Ardhanārīšvara. 


Harihara : 


The Harihara form may be taken as a variant of this form, 
The Mother Goddess represents the Prakrti whilst Siva represents 
the Purusa. The Linga and Āvutaiyāļ represent the same principle. 
Visnu is the Lord of the Prakrti according to the Saiva Siddhānta. 
The Mother Goddess is addressed as the sister of Vishnu — *Māla- 
varkilankilai” 25% and she holds the conch and wheel like Visnu.?65 
That is why Visnu is substituted in the place of Mother Goddess. 


Vāmanapurāna narrates a story where Visņu preaching to a 
Rsi as identified with Siva manifested Himself to the sage in the 
dual aspect of Harihara. The structure representing this form is 
the Siva half as in the Ardhanarisvara form. The Vaisnava half has 
two arms carrying the cakra or sankha or the gadā in one hand, the 
other holding the kataka pose near the thigh. There is a kirīta 
(crown) set with precious stones and ear ornament shaped like a 
makara. Wristlets and armlets adorn the arms. There is an an- 
klet, shaped like a snake, which is probably ‘kalal’ worn as a sign 
of victory by warriors of Tamil land. Yellow silk garment held 
in position by girdles flows from the waist up to the ankles. 


During the period of the first Alvars there has been an at- 
tempt at harmonising Saivism and Vaisnavism, Péyalvar in des- 
cribing the figure of the Lord on the Tiruppati hills sings of this 
Harihara form:* “The descending jatē, the tall crown. the 
shining axe and the discus, the encircling serpent and as gold 
waist-band are seen. So my Lord of the sacred mountain sur- 
rounded by over-flowing streamlets himself appears thus uniting 
in himself both the forms". Poykaiyalvar describes this form in his 
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Antāti (First 5): "His name is Hara and Nārāyaņa (Haranārā- 
yana). His conveyance, the bull and the bird. His words, the 
book (Agamas) and the Védas. His residence, the Mountain and 
the Waters (Sea). His activity, destruction and protection. He 
holds the spear and the discus. His colour is of the fire and the 
cloud. His form is one”. 


The last statement leaves no. doubt that the Alvar is describ- 
ing the Sarikaranārāyaņa form for which there must have been many 
temples all through the country like the one which exists even to- 
day in Sarikaranārāyanar kēil in the South. 


The Eastern Islands to which the Tamilians carried their own 
culture and civilization developed in those foreign lands at Cam- 
bodia and elsewhere the peculiar Harihara cult; this is an echo of 
the songs of the First Alvars. 


Harihara image in the form of the Javanese king Krītarāja is 
found in East Java. An inscription of the Sāka year 561,297 
throws a flood of light on this new development or harmony about 
which we do not have much of evidence left in the Tamil Coun- 
try except the few verses quoted above. As the period corres- 
ponds to the age of Arürar, this information is important for 
understanding our Tēvāram poets. “Victorious are Hara and 
Acyuta who have become one for the good of the world though 
as the spouses of Parvati and Sri, they are two distinct powers. 
Victorious also is I$anavarman found especially for his heroism 
who supports the earth like Sesanā:a”. The Muni Isanadatta 
celebrated for his austerities, his life devoted to poverty and study, 
of the offspring of an illustrious family has consecrated this image 
in which the bodies of Siva and Acyuta are joined half and half 
for the welfare of his parents. He has also consecrated a Linga 
of Visņu and of Īšāna Candésvara, his decision being that their 
worship should be combined by participation in the same offer- 
ing". The name Z$aAa is peculiar to the Saiva sects. In thisin- 
scription we see the king and his priest taking interest in the cult 
of Harihara. This harmonized form of the God-head is called 
Siva-Visnu, Sankaranārāyana, Sambhuvisnu, Harišankara, Har- Acyuta. 
This inscription is important because it attempts at making the 
Lingam itself as a representation of Šiva and Visnu. We do not 
have this development preserved in South India, but since the 
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Avutaiyal in the Siva linga form is said to represent the Sakti or 
Prakrti, it may be said to represent Visnu as well. 


Ārūrar refers to this Harihara form in two places. In both 
the places he jointly refers to the Ardhanarisvara and Harihara form 
thereby suggesting that both are one and the same. Referring 
to the sculptures of the Pallava age, we find in the Dharmaraja 
Ratha not only the Ardhanārīšvara form already noted but also the 
Harihara form. 


Re de 3 
M4 roe Br c 
F bo 


+ > 


qu adea 


FLOW. 


Bd db. kt 


PTA 
j CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy fe 


CHAPTER IV 
RSABHARUDHA MŪRTI 

| I 

The Bráhmani bull is sacred to the Indian from the times of 
Mohenjadaro and Harappa civilization. Siva is seen to ride on 
| the sacred bull. Perhaps the term, “Pacuvukantēri,”! implies that 
| He is the Lord of the sacrifice. His flag also is the sacred bull, 
| Ārūrar mentions at least in seven places the sacred bull which has 
by his time become the sacred flag of the Imperial Pallavas.? In 


| all, there are 102 references to the Brahmani bull in Ārūrar's 
hymns. 


II 


From the age of the Cankam onwards, the sacred bull has | 
become endearing to the Saivite poets.3 | 


Kāraikkāl Ammaiyār sings the mighty prowess of this bullé 
and in her Tiruwirattai Maņimālai,5 she jocularly asks, "Is there | 
nothing else to ride upon for this God?" — Arürar himself speaks 
of the bridgeroom on the bull which is prattling like a child thus j 

| emphasising its childish innocence — “Malalai ērru manalan?.9 Yt E 
| will be seen that it forms the very foundation and support of 
God-head. Sometimes, it is looked upon as the pure white 
Dharma. In other places it is the pure white knowledge repre- 
sented by the Vēdas.” Again the Omnipresent Visņu, the personal 
aspect of the Absolute inasmuch as the incarnation of the imper- 
sonal Siva, is looked upon as this very bull — **Mūd vitai”.8 


The form of Siva as riding on the bull is so sacred to the E 
Saivite worshippers that among the ten days festivals in any Siva D E 
temple, the festival usually on the fifth day, when the image of NT 
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Siva, seated upon the bull and carried round the street in pro- 
cession, is held the most sacred. 


Periyapurünam tells us that God Siva appeared to many of the 
Saints as riding on this bull.? 


III 


In this form of Rsabhārūdha mūrti, Siva with three eyes and 
jatémakuta stands on His straight right leg whilst the left is slightly 
bent. He has four arms: in the back arms, he carries the hatchet 
on the right and the deer on the left; the front right arm holds a 
‘vakra danda — a crooked stick. The front left fore-arm rests on 
the head of the bull in the patāka hasta pose.!? On the left, stands 
Gowrī!! The bull stands behind Siva as high as the chest or the 
thigh, the navel or the fore-leg.?? 


Rsabharadha mūrti is what Ārūrar calls *Eruteru mūrti”. 


Queen Sēramahādēvi set up an image of Rsabhavāhanadēva 
with the goddess Umāparamēšvari and a bull.4 The Epigraphist 
writes as follows: “The God Ganapati appears to have been a 


member of the group though he is not found in the usual repre- 
sentation of Rsabharüdha mūrti. 


* According to one of the Saiva legends, it was the God Visnu 
himself that became a bull (rsabha) for Siva to ride upon when 
the latter had to fight against the demon Tripura. In one ofthe 
sculptures of the Seven Pagodas,'5 there is a representation of 
Rsabhavāhanadēva. Here Šiva and Pārvatī are seated on a couch 
each of them resting one of the legs on the back of a bull which 
is lying down. Pārvatī has Subrahmanya on her knee. Behind 
them is seen a figure of the God Visņu to the right and one of 
Brahma to the left. Behind the bull is seated a woman. A para- , 
sol is held over the head of Pārvatī. Jt is not impossible that this 
group represents the usual Sēmāskanda in which, as the name de- 
notes, the images of Siva, Uma (Parvati) and Skanda appear. 


The bull, however, is not generally seen in representations of 
Sēmāskanda”. 


9. Tatut., 67: llaiyap.. 25; Mānakkaticā rar, 33 etc. 
10. Uttara kāmikāgama:62: 1-3. 


11. ibid., 12. 
12. ibid., 13-14. 
19. 7: 64: 3. 


14. SII., Vol. II, No. 46. 
15. Cave temples of India, p. 147. 
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IV 


The poet has used almost all the synonyms of the word bull 
in Tamil. It is only an analysis of his poems that reveals this 
truth, showing no conscious effort on his part. The exigencies of 
versification alone cannot explain this; the imaginative effort at 
choosing the correct poetic word for the context is also there, a 
choice made possible by his command of the Tamil Language. 


In 10 places, he uses the phrase “Mal vitai”16 for, according 
to the purāņas, at the time of the burning of the three castles, 
Visnu, as Siva’s Rsabha vahana came to support the chariot which 
was giving way under the weight of Siva. The Tamil Upadéca 
Kantam also gives this story. ‘Mal’, therefore may be taken to be 
used in the sense of Visnu, though the sense of big or huge may 
be there as a secondary meaning. Visnu is famous as “Pundari- 
kāksa” — ‘the lord of the red lotus eyes” and the reference to ‘ceñ- 
kaw or the ruddy eye in nine places in relation to the bull, further 
confirms this interpretation, though it has a secondary meaning 
of being natural to the fighting bull. If Visnu is interpreted, by 
natural association, his blue colour will be suggested; but the 
Rsabha is pure white, the very incarnation of Dharma. Before 
Visnu assumed the bull-form, Dharma it was, which was carrying 
Siva in the form of the white bull. Therefore, even Visnu had 
assume the white colour when he became a bull — **Velai mal 
vitai" 37 


Ārūrar speaks of “Vēda mal vitai”. 38 The Vēdic song compar- 
ing the śabda to the cow is wellknown and Ārūrar makes Vēdas 
themselves the bull. 


‘Vitai’, another word for the bull, used by Arürar, is traced 
to the Sanskrit ‘vysa’ by the Tamil Lexicon. But there are others, 
who will trace it to the root ‘vitu’. “Kata vitutal" is one of the 
operations of cultivation, where the bulls are allowed to go round 
and round the heaped up paddy for separating thestraw. There 
is also the root ‘vitai’ implying the majestic and angry gait of the 


bull. 


16. 7: 35: 1; 7: 42: 5; 7: 44: 10; 7: 57: 3; 7: 57: 3; 7: 57: 10; 7: 61: 3; 7: 
62: 6; 7: 70: 1; 7: 84: 7; 7: 86;5. 

17. 7: 42: 5. 

18. 7: 57: 3. 
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Erw? is another word used by Ārūrar and this suggests the 
overpowering, almost the arrogant posture suggesting its mascu- 
line virility. The pouncing attitude is alluded to by Ārūrar — 


*Püyum vitai'." The majestic gait of heroes is often compared 
in Tamil with that of the bull. 


Arürar to the majestic walk — 
Natai utai nal erutu^ 9. 


“ry ērum icar’22, therefore, is not only 
beautiful as a *pinvaru nilai ani? but full of significance as reveal- 
ing the divine majesty and Omnipotence of God. This angry and 
proud majestic form is, therefore, emphasised for suggesting by 
contrast the higher divinity of Siva It is a murderous bull, kill- 
ing perhaps the Raksasas. It is warlike — “Poru vel vitai” it is 
cruel — “‘kotu mà viai" ^ and teasing — "alaitta”.” It is a murder- 
ous bull roaring in anger, — “‘Cilaikum kolaiccē””.** 


The word ‘Ce’ denotes the bull but the secondary sense of 
‘Gemma?’ or uprightness is there to suggest that it is all in the path 
of righteousness. It has green eyes — ‘Painkaw 2” Its eyes fume 


with anger, the red becomes almost green as explained by Par- 
imēlalakar.*$ 


It takes the offensive part in war and it is so strong — “‘Atal 
ēru”.29 It takes the offensive even before the other side thinks 


of it — Munti-p poru viti". It runs with all its speed — Vēkam 
kontēti”.3* 


This poet uses a very suggestive phrase — ‘Patti vel ēru”** 


full of very rich meanings. Patt? means a cattle-pound or cow 


stall; it means the unbridled person? from which significance 


has come the idea of the straying bull. The same idea of unruly 
mischievous disposition towards the enemies is emphasised by the 


19 7: 4: 2; 7: 7; 3; etc: 


20, 7: 53: 3. 
21. 7: 11: 5 
22. 7: 7: 7. 
23. 7: 3: 3. 
94. 7: 62: 6. 
25. 7: 57: 1. 
26. 7: 9: 1. 
27. 7: 90: 10. 
28. Commentary on Paripatal: 5-27. 
29. 7: 19: 4. 
30. 7: 73: 7. 
g1. 7: 17: 3. 
32. 7: 43:9. 
33. Kali‘ 5. 
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phrase — *Cillai veļļēru”,% used by Ārūrar. The idea of “patti 
mantapam" or the hall of scholars is familiar to the Tamilians and, 
therefore, the idea of a learned bull is also suggested. The bull 
the Master of Saiva Siddhānta, praised as such by Tirumülar.95 
is Nandi, Ārūrar also refers to the bull as the very embodimentof 
Vēdas — ‘‘véda vitai. All these shades of secondary meanings 
enrich the conception of the bull on which Siva sits. 


The poet also emphasises its youth — its eternal youth. It is 
"Malavitai"." It shoots or leaps up in rage or in joy or in 
pride — *Poriku'** He speaks of its childlike lispings — ‘Malalai 
veļļēru 9 “Malalai ēru”. This may be suggestive of the child- 
like innocence and divine upadésa of Nandi or the sound of the 
Véda, for both of them are represented by the form of a bull, 
*t Kurunkottineru" .3 Suggests the youth through the horns describ- 
ed as short. The horn is said to be rich — 'Gelunkotw ^? “Kalai 
&ru",9 is a dwarfish or young bull. ‘Kalai’? as connected with 
*Külamav? suggests duty, and fondling. This idea of fondling and 
childlike attachment is well brought out by the phrase "Mūcitu 
mal vita’ ,* the bull sniffing its lord or swarming round Him, as 
the bee, its honey. Connected with this is the idea of beauty 
expressed by the phrase — ‘‘Pukar ēru”.4% 


‘Itavam’, another word for the bull, is used by Ārūrar. It 
comes from the Sanskrit ‘Vrsabha’. It has secondary associations. 
Pinkalantai gives the meaning of, the word ‘ēru’. The same lexicon 
gives also the meaning ‘Nandi’. In the verse in which it is used 
in the “‘Murukan Punt?" hymn,* the poet seems to be punning. 
He is accusing God of doing some thing inappropriate. Therefore, 


34. 7: 44; 2 
35. V. 61. 

36. 7:57: 3 
37. 7:82; 2 
38. 7: 35: 1. 
3072725 
40. 7: 12: 5. 
41. 7: 33: 1. 
49. 7: 63: 4. 
43. 7: 12: 1. 
44. 7: 84: 7. 
45. 7: 4: 2 

46. 7: 49: 8 
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tavam’ may suggest the left handed inferior path or a lump of 
earth," on which He gets up. 


The word ‘Pacw also is used, by Ārūrar. In a place, where 
he wants to speak ill of God ina jocular vein, this word is used: 
The poet says, ‘I shall not slander you, if you ride on the pacu',49 
which has probably an under-ground suggestion of a cow. ‘Pacw’ 
is a word very important in Saiva Philosophy.  Pasupati is the 


Saivites’ beloved term and the particular word ‘paśw suggests the 
idea of *Pasupati 9? 


‘Muri’ is another name for the bull,®! because of its strength 
and greatness. It means also the hump which is the special 
characteristic feature of the Brahmani bull. The word also has 


the underground suggestion of antiquity in Arürar's “Märt vellai 
erutu”” „5% 


The word *Erutu” is also used. Perhaps it is connected with 
*er, the plough, meaning the beast of plough. This is the bull 
which according to Ārūrar, the cultivator cannot get *' Uluvārk- 
kariya vitai".9 Again, the poet lovingly calls it “Nal erutu” — 
good bull; probably the “Wataiyutai nal erutu'”5*—emphasises not 


only its majestic gait, but also its good behaviour suggesting that 
the bull in effect is an embodiment of goodness 


The word ‘Cë’ also is being in use for the bull from the days 
of Tolkappiyam. The Tamil Lexicon derives it from the red 
colour, probably under the impression that this colour is more 
predominant among the bulls, It may be derived also from 
*Gettal which means ‘to be lying down at rest —the characteristic 
couchant posture of the bull whilst it chews its cud. As already 
suggested, this word “Ce” suggests straightforward righteous act. 
«€Cēvin mel varum””,55 is the phrase used by Ārūrar, where the 
great wealth of divinity is suggested to consist of increasing 
righteousness and impartiality The direct meaning is that his 


47. Periyalvar, 3: 5: 5. 
48. 7: 15: 8; 7: 75: 6. 
49, 7: 15: 8. 


50. 7: 75: 6. 
51. Patirruppattu—67: 15. 
59 7: 42: 6. 
59. 7: 42: 6. 
54. 7: 11: 5. 
55. 7: 68: 3. 
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wealth is the bull He rides. The bull is the sign of divinity — 
*Ceņkaņ cēvutai-c civalokan? 56 


There is one other word for the bull used by Ārūrar, ‘Perram’ 
with its variant form ‘Perru’.5? If it is to be derived from the root 
‘Peru’, it may mean the best gift in a pastoral economy, where 
the cattle forms the real wealth, which is another idea of “Cavin 
mēl varu celvan”” 58 Ārūrar calls the Lord, 'Perrár'9 as one in 
possession of the bull. 


The common word is ‘A’, with its variant form with the t? 
suffix, thus forming ‘dn’. It is traced to the root ‘4’ in the sense 
of ‘to prosper’, belonging to the same cattle economy of the 
pastoral age. In “A nal veļļēru” and Āvinir c?,9 *4' is used by 
the poet to denote the genus. The poet makes this reference to 
the pastoral tract is clear. In Tamil Literary tradition, the bull 
belongs to ‘Mullai or pastoral tract. Ārūrar speaks of **Kollaic 
cillai vel éru and “Cempunañ cer kotibatu müri 9$ — ‘the oxen in 
the pastoral area in the rich fields full of creepers.? 


‘Ko is another word derived from the Sanskrit ‘Go’ or relat- 
ed according to a few to the Tamil word ‘Kon’ the name of the 
pastoral chief. The poet calls God, **Kovin mel varum Ko’’®4 — ‘the 
lord of the bull’, using the same word ‘ko’ in two different mean- 
ings, the bull and the Lord. The bull is thus suggested to be the 
sign of divinity. 

V 

This reminds us of the Pallava age in which Arürar lived. 
The bull was the emblem of the Pallavas. Like Siva they had 
the bull flag — ‘Vitai vel koti"99 Their coins bear this emblem.96 
"Their seals with a few exceptions bore this symbol of a couchant 
bull — “Vitai man pori olai^.9 When we see in the Kasahuti 


56. 7: 35: 5. n 
57. 7: 90: 8. 
58. 7:68: 3. 
dy. 78 22» S) 
60. 7: 8: 2. 
61. 7: 17: 4. 
62. 7: 44; 2. 
63. 7: 22: 6. 
64. 7: 68: 1. 


65. Periya Tirumoli—11: 9. 
66. Eliot's coins of South India, No. 31-38. 
67. JNandikkalambakam—11. 


T. 33 
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plates and clsewhere the linga surmounted on the recumbent bull, 
we have to recognize that it is not the ordinary bull but Siva’s 
bull that is represented, thereby making the seal not only a seal 
of the Government but also that of the state religion of Šaivism. 


In the light of these seals, the descriptions of Ràjasimha in 
his inscription,® of Kailasanatha Temples as not only “the 
Rsabha láiicana? — ‘He whose emblem is the bull’, but also as “‘S7i 
Rsabha darpah’? — ‘He who is proud of the bull (as his sign)’ 
becomes very significant. Just in front of the Kailasanatha 
Temple is the Mandi mantapa with the bull, as in other Siva tem- 
ples of modern times. In the age of the Adi Dravida Saint, 
Nandanar, these must have been in front of the temples, because 
tradition tells us that at Tiruppunkir, where this untouchable 
Saint was standing outside the temple precincts, he felt miserable 
that the couchant bull was hiding the view of God, where upon 
God ordered the bull to move a little away, for giving the Saint 


a daršana. ln ancient times, these bulls must have been built in 
brick. 


VI 


In the temples of the period of Mahéndravarma, these bulls 
are found only in Bhairava konda Temples, but the other temples 
also must have had them. Coming to the period of Narasimha, 
the Māmalla, we have in Arjuna Ratha on the Southern side in the 
central panel, a figure of Siva leaning on the bull. Near the 
Arjuna s Ratha is the couchant bull.? In the Krsna Mandapa, the 
sculptor has carved out a beautiful bull in the form in which it is 
found in Saivite temples, perhaps because of the artist’s interest 
in the Pallava lāūchana. The shore temple at Mamallapuram 
belongs to the period of Rajasimha. The smaller Siva shrine has 
the domical cell crowned by a stone image of the sacred bull.” 
Nandis were placed on the ground at each corner and face of the 
larger shrine. The same scheme is found in the Kailasanatha 
Temple.” Herenear the base-at each corner and face, between 
the projecting shrines, a large ‘nandi’ is placed on ide xoa 


68. S.LI, Vol. I, No. 25. 

69. Plate XX, Pallava Architecture by Longhurst, Vol I 
70. Plate X. 9 Di. 
71. Plates I and II—the bull is seen on the West 

72. Page 20, Rea. s 


73, Page 19, Rez; See Plate VII and Plates XII and XIII 
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The Kailasanātha Temple must have been very imposing. 
“The architectural effect is accomplished by the true principle 
of design in the grouping of a number of minor features round 
about and leading the eye upto the central and crowning object 
of the structure; in these cases, this is the vimana tower. The cen- 
tral object is the greater tower over the shrine with lesser towers 
over the shrines at each of its corners and at the centre of each 
face. The view outside would originally be extremely effective, 
for, in the peculiar arrangement of cells grouped along each side 
of the courtyard, each shrine has a small tower over it which 
stands clear of the courtyard wall head," presenting a varied 
skyline, reminding us of the temples of the Eastern Archipelago. 


The main outlines are marked of as it were by the bulls. On 
the ground are the bulls; on the wall heads are the bulls about 
which more shall be mentioned. On the top of the tower, below 
the dome are, supporting as it were, the bull in the four corners, 
This last isa new feature of the Kailasanatha temple. This is the 


description of the ‘vimana’: “The general elevation of this super- - 


structure is a small tower over each of the exterior shrines at the 
corners and facades. Above this is a storey. Over this is a double 
cornice; the storeys above are successively stepped back forming 
a slight platform between each. Over this is a square portion 
with cornice, a ‘nandi’ at each corner and a finial over it. The 
tower cap is capped by an octagonal sikharam.?® These *nandis in 
the 'oimána' form a new feature. At the Mamallapuram shore 
temple, there are only gazas playing on conches. This is replaced 
by ‘nandi’ in the Kailāsanātha temple and in all the temples of 
Conjivaram.”"5 


A word has to be said about the bulls near the cells: "On 
each side of the large court is ranged a continuous series of cells 
each with a small tower and ‘sikharas’ over it. These ‘sikharas? 
have originally stood with their summits appearing above the wall, 
the head of the court with *nandis* and elephants placed alternately 
on the wall head between them. This would form a most effec- 
tive grouping as a whole, from the outside”. These bulls and 
elephants remain to be explained. Appar speaks of ‘Atravanam’? 


74. Extract from page 15, Rea. 

75. Plate XXVI. 

76. Plate C, Matangēsvara Temple; Plate XVI, MatangéSvara Temple; Plates 
XVIII, XIX, Muktesvara Temple; Plate XX, Tripurantakesvara Temple. 
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the elephant of Siva: “Ayiravanam ērātu ünéréri " — “You ride on 
the bull without riding on the elephant’. Therefore, we have this 
alteration of the elephant and the bull. If this ideais grasped, the 
full meaning of Ārūrar's interrogation may be grasped: "Vita; 
ēruvaten, mata yanai nirka?"? Whilst the elephant stands, why are 
you riding on the bull?’ 


Vil 


The Lord loves the bull — Ukantv.'” He rides on it *Mērko- 
lum’ 80 * Erutérraiyum mérkontan’’®!,‘ Vitaiyin mel varuvām 82 ** Varuvar 
vitaimel”,83 "He comes to us on it’. The bull is harnessed and He 
rides, *Puttikkontu ērrinai ēruvar 4 and comes to us along with 
Parvati — **Varuvār vitai mēl mātētu.”$5 We usually find God riding 
on the bull even as women ride on the horse with both the legs 
hanging on one and the same side. Postures of God riding on 
the bull even as one rides on the horse are found in the Kaila- 
sanātha Temple, and Airāvatēšvara Temple.*” 


There is a beautiful description of this mūrti by Ārūrar: 


** Maruvār konrai maticūti mank kattin malaipola 
Varuvār vitaimēl mātētu maktlntubūtap pataicalat 

Tirumāl piraman intirarkum tēvar nākar tānavarkkum 

Perumān Katavūr mayanattup periya peruman atikalē.””88 


“The Lord, who is known as Periya perumá" atikaļ at Katavūr, who 
is the Lord of Visnu, Brahma, Indra, the Dévas Nagas and Rāk- 
sasas, comes on the bull with Parvati surrounded by the Pūtas 


adorned with *komra? flower and the crescent moon on His head 
like a ruby mountain'. 


77. Ap. 6; 25: 1. 


78. 7: 4: 5. 
79. 7:9: 1. 
80. 7: 50: 2. 
MW, We 7828 Op 
82. 7: 86: 1. 
83. 7: 53: 1. 
84. 7: 18: 5. 
85. 7: 53: 1. 


86. Plate XLIII, fig. 2. 
87. Plate CXVI; See Dārāsuram plates; M.4. R 
88. 7: 53: 1. x +, 1919-1920. 
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VIII 


This form of riding on the bull has its own esoteric signifi- 
cance. The poet asks of God, “what is this liking of yours—this 
riding on the beautiful bull?" —“ Pukar ēru ukantēral purinta tenne?’’89 
He repeats this rhetorical interrogation: “Vitai éruvaten??9? “Vitai 
ērit tiriva tenmē?”% Avürar speaks of the Lord riding on the bull 
of the form of ‘O° or Prayava.® In another place he speaks of the 
Universe being in the form of 'Omkārā” or Pranava. Vēdas are, 
but the elaboration of this Pranava and therefore the bull is said 
to be the Vēdas.” Dharma is that which supports everything; the 
very basis of everything and Pramava is its symbol. The Lord is 
there in this form, the very ruler of the Universe. The concep- 
tion of Pasupati or the Lord of the souls receives concrete repre- 
sentation in this form. 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


PART II 
CHAPTER I 
VISAPAHARANA MURTI 
I 


A story which has always captivated the imagination of the 
Tamilians is the story of Siva swallowing the poison. For obtain- 
ing the ambrosia which would make them immortal, the Devas 
churned the ocean of milk. The ‘Mandara’ mountain was placed 
as the churning post; the great snake-king Adisésa was made the 
rope; Visnu himself became the support for the post. The Dévas 
caught hold of the rope at one end and the Asuras (Demons) at 
the other end. To the great consternation of all, there first arose 
the all destroying poison. Siva swallowed it. Parvati who was 
near Him pressed the throat of Siva to prevent the poison going 
into the stomach. The blue poison, becoming visible through the 


fair skin of the throat of Siva, is ever remembered as the embodi- 
ment of Siva’s Grace. 


II 


Rg Vēda refers to Rudra drinking ‘Visa’ from a cup along with 
a Muni. The dztarēja Brahmana speaks of Rudra drinking ‘visa’, 
which means water and poison. Hālāhala means also poison and 
liquor. Rudra is the Fire-god,! and the drinking of water refers to 
the evaporation of water effected by Fireor Sun. ‘Visa? has the 
meaning of poison and probably because of this the story of 
swallowing poison has developed. The Atharva Vēda, and the 
Yajur Vēda, speak of his blue neck (Nilagriva) and from the time 
of Svétasvatara Upanisad, this Nilakantham is considered by the 
Saivites as the important mark of divinity. 


III 
The form of this Visapaharanamürti is found described in the 
Karanagama. ‘Therein, it is stated: 


(R 
| i Siva, as usual, should have 
a face with three eyes on it, wearing 


a jatamakuta and having four 
1. Rg Vēda, Part II,1: 6. 


2. XV:i.7-8; XI: 2.6. 
3. Vajasanéya Samhita XVI: 7.51.2-4, 
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arms. In two of His hands there should be the ‘parasu’ (the bat- 
tle axe) and the ‘myga’ (the deer); in one of the remaining hands 
there should be the cup containing the poison and the fourth 
hand should be held in the ‘varada’ pose. His sight must be fixed 
upon the poison and the general attitude should be such as to 
indicate that He is going to sip the poison immediately. He should 
be adorned with all kinds of ornaments. On the left of Siva there 
should be His consort Parvati, embracing her Lord about the neck 
with her right arm and appearing highly perplexed and distressed.4 
Her complexion should be dark; she should have two eyes, two 
arms and be standing in the ‘tribhanga’ posture (with three bends 
in her body), with her right leg placed vertically on the ground 
and the left one kept slightly bent." 


Another description adds to the above the following details: 
“The appearance of Siva should be made terrific (ugra) by the 
addition of side tusks; His complexion should be white as the full- 
moon and He should be draped in garments made of tiger's skin: 
there should be a garland made of small bells, and along with the 
other usual ornaments, there should be some others composed of 
scorpions (Vrscika). In the right hands of Siva there should be 
the *trišūla” and a beaked vessel (gokarma) containing the poison; 
and in one of the left hands the ‘kapala’. Since no object is men- 
tioned as being in the fourth hand, it appears that this arm may 
be taken to be employed in the act of embracing the Dēvī. Inthe 
first description, Siva and Parvati are required to be standing, but 
in this one, they are said to be seated on the bull-vehicle of $iva”.5 


In the age of Raja Raja, Queen Prthivīmahadēvi set up a 
seated image of Srikanthamürtikal with four arms.? The following 
is the note of the epigraphist: “The God Siva got this name in 
consequence of his swallowing the kālākala poison produced at the 
churning of the ocean. The name Nilakantha of the god is also 
traceable to the some event”. 


Visápaharanamürti, ‘the swallower of poison’ is described in 
the Karanagama to have one face, three eyes, braided hair and 


four arms holding in the two upper ones the antelope and the — 


axe. He is in the posture of drinking the poison which he holds — jā 


See Ārūrar, 7: 99: 1. 
Hindu Iconography, Vol. II, Part I, pp. 357-58. 
SS.I.I., Vol. II, No. 80. 
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in his right (lower) hand. On his left side is the goddess with 


two arms. With her right arm stretched round the neck of Siva 
she shows anxiety in her face. 


IV 


Our search for a representation of this form in sculptures of 
the age of Ārūrar, is not successful. But however there is a sculp- 
ture of the churning of the oceans.” A general note may be added 
before we proceed further. Most of the sculptures reveal the 
various poses described in the Nāfyašāstras and according to the 
IV Chapter of this work by Bharata, it was, the samavākara of the 
churning of the ocean that was performed by Bharata on the 
advice of Brahma on the Himalayan slopes to please Siva who 
witnessed the same.8 It is no wonder, therefore, the sculptors, 
well versed in the Natyagastra gave this picture of the churning 
of the oceans. Dr. Minaksi has brought out with the help of 
quotations from Citra Satra of the Visnudharmottara, the necessity 
for a knowledge of dancing for the proficiency in painting and has 
proved with the help of the paintings at Cittannavasal that the 
Pallava painters were so proficient in the Bharata Sástra.? She has 
also pointed out the royal interest which Rājasimha evinced in 
dancing as revealed by the sculptures of his Kailāsanātha Temple 
especially his special interest in Kuficita dance? But the postures 
of every figure in these sculptures could be referred to as describ- 
ing the various postures of the JVatyasastra. The sculptors of the 
Pallava age along with the painters were well versed in this art 
of dancing. Therefore, the sculptors represented the stories as a 


series of dances. The churning of the ocean is one such scene in 
this drama of Visapaharana. 


V 


Arürar's description of this story may be now taken up for 
study. We are in a better position to understand his references 
in the light of what we have summarised from the puranas, 
Agamas and the sculptures which were all probably before him. 
From the known sea, the poet proceeds to the unknown ocean of 
milk, from which the poison came up. The ocean on which the 


7. Plate XXXIII, fig. 3, Rea's Pallava Architecture. 
8. Ch. IV, 1-9. 

9 P.280. 
10. P. 285. 
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ships sail — **Vankam mali kata? | — *Vagkam méwiya vēlai” „12 
must have been very familiar to the age of Ārūrar, when people 
from the port of Mahābalipuram and other ports of the East coast, 
must have sailed for purpose of trade to the East. The limit of 
the sea is the shore ‘Vélai,!3 from which we get a glimpse of its 
greatness. The sea from which the poison came up is ‘katal’; 
perhaps like *kātu, a forest, it comes from the root ‘katu’, a cruel 
and terrific expanse of water — *Tatankatal.* It is dark — 
“Karunkatal’’6, the clouds feast therein—Kārār katal”18 Tt is 
full of tides — **Otakkaļal'”1” This big ocean heaves up as though 
to cover everything — “‘Ponku mā katal”.!8 It is tha noisy sea — 
“Oli katal”,9 * Mulanku katal.” 20 teasing the conches — “‘Canka- 
lakkum tatan katal’ .21 


This ocean is churned by the ‘‘Vanavar and Tānavar” (the 
Dēvas and the Demons).? The beautiful mountain is the churn- 
ing post; the deadly serpent is the churning rope.? “The poison 
sprang up from the sea — “‘Elunta ālam”** *'Elukatal naūcu””,25 
“Vélaryul mikkeluntertyum nañcam” .29 i 

The poison is ‘Nañcu’. It is the deadly *Xēlakūtam”.2" It is 
the terrible great poison — “Periya naficu’’,28 the ‘alam’ (Hala- 
hala);?9 it is the ‘visa’ (Vitam).3° It comes swarming like the 
gathering darkness — “‘Karulaviya naīcu”,51 and concentrating a 


11. 7: 51: 11. 

12. 7: 75: 2. 

13 75 ae 

14. 7: 19: 3. 

15. 7: 18: 3. 

16. 7: 53: 7. 

17. 7: 94: 6. 

18. 7: 70: 1. 

19. 7: 73: 10. 

20 EOS 8) 
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22. 7: 68: 4. 

9%}, 78 Bae D 

24. 7: 55: 5. 
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26. 7: 68: 4. 

27. 7: 979. 

28. 7: 67: 9. 
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30. 7: 6: 5; 7: 16: 8; 7: 23: 3; 7: 51: 3; 7: 70: 1; 7: 81: 6; 7: 93: 7; 7: 
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point — “Moyttelunta vitam”. The Dēvas were terrified when 
the poison sprang up and an alarm was raised—'*Pūcalita'.53 The 
poet proceeds to explain the drinking of the poison in various ways, 
He exclaims in one place, ‘But what an innocent and foolish one 
is the Great God to swallow this poison?’ — “Nañcinai uņtitta 
pētai-p peruman’’.®4 He again says, "This poison of the sea He 
swallowed without knowing it and the throat became black” — 
sVēlai vitam ariyāmal uņtu kantam karuttāy.'35 This may mean 
that you swallowed it to save the world without anybody knowing 
but the throat became black permanently, revalving the secreet 


act. If so the poem must be describing the version that God of 
His own accord swallowed the poison.* 


The other version is that the Dēvas reguested Him to swallow 
the poison.?" 


In another place, he speaks of the distressing lamentation and 
confusing uproar amongst the Dévas at which Siva swallowed the 
poison — *'Vānavarkaļ pucilita-k katal naficunta’’ .38 


In one place the poet speaks of the Dēvas as deceitful and 
mean—-'Vaficarkal 5 who gathered together at the sight of the 


poison and begged of God to swallow it so that it may not attack 
them — ‘“‘Vankam méviya vēla 


naíicela vaūcarkaļ kūvi-t tankal 
mēl atarāmai uņņena”.40 


The idea probably is that Siva will never 
refuse the request especzally when they pretend that they are 
offering a feast — “Un ema". He calls the Dēvas, *t Visicat 
vünavar",? which in view of the hymn 75, verse 2, may be 


interpreted as adepts in deceitful magic art, deceiving God also, 
giving Him the poison as food. 


In another place, the poet speaks of Siva swallowing the 
poison because the three great gods, Visnu, Brahma and Indra, 


32. 7: 16: 8. 
33 7: 84: 1. 
94. 7: 94: 6. 
35. 7: 23: 8. 
30. 7: 55: 5. 
37. 7: 19: 9; 7: 46: 2; 7: 51: 3. 
38. 7: 84: 1. 
ox, 73 75: 2 
40. 7: 75: 2. 
251008977875 82 
49. 7: 68: 4. 
49. 7: 19: 9. 
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fell at His feet reciting the Mantra. In the hymn 19, verse 3, 
the poet probably refers to the Rudras, the Dēvas carrying the 
trident, falling at His feet and begging of Him to save them from 
the poison — **Arikaiyil mūvilai vēl amarar ati parava”.* Ārūrar 
speaks of God clearing the doubts in the minds of these Dēvas by 
this act of swallowing the poison — “Cankaiyai nīnka aruli-t 
tatankatal naūcamuņtār”” 45 a conclusive proof of His omnipotence 
and divinity. 


God made a feast of this poison (aruntu) asa great delicacy*® 
and “‘Ukantu amutu ceytan’’.47 He dined it to His full — ‘Munki’.48 


The poet refers to the presence of Parvati at the time of this 
feast. In the last reference, Arürar describes Uma of the 
crescent-like beautiful and shining forehead, closing her eyes of 
staring ingreat fright. It looked as though this look of hers made 
the poison to stay in the throat; it became full and was pressing 
hard. Thus did the Lord make a feast of the great blue poison.*? 
In one place,*! Ārūrar, overpowered with his imagination which 
makes the story occur before his very eyes, cries with all the 
anxiety of a mother, “Please do vomit forth this poison. You 
have drunk this deadly dark poison as though it was food or nectar 
specially prepared for you in the fear that if it were not swallow- 
ed it would destroy all the world”. 


In another place, the poet exclaims that Siva, swallowing 
the poison, became immortal, so to say — ** Varkatal nafcuntatanuk 
kiravā tenrum iruntavan” „52 


The blue neck is not natural; it was the result of this feat. 
It darkened because of the poison.? It became a poisoned 
throat — ‘‘Kalakantan’’,®4 a blue throat — “Nilakantar’’,® a blot- 
ted throat — “Karai mitaru ’® a throat of black spot — Maiyārum 


44. 7: 19: 3. 
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46. 7: 63: 3. 

47. 7: 61: 1. 
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mitatu’’,®” the throat where darkness spreads — *Kārūr',* ** Kārūr 
kantam” 5° * Karirul pūnra karai".9 It is a beauty spot; beautiful 
like the sapphire — “‘Mani kantan"* “ Maimmāņa mam nila kanta-t 
temmān”.52 The poet speaks of the beauty, directly using the 
word ‘ër’ — *Naūcēr kanta’’® It shines — ‘Tikal’.%4 


VI 


In 82 places in all, Ārūrar refers to this act of swallowing the 
poison. It is indeed very curious that this Visapaharana Mūrti is 
not specifically mentioned as Anugraha Mūrti in the Āgamas.*5 
Ārūrar, as already stated, has referred to this in his enumeration 
of Anugrahamūrtis.** The Nilakantham signified God’s Grace and 
the very name Nilakantha was cherished as the most lovable name 
of Siva. The story of Tirunīlakanta Nāyanār explains the import- 
ance of this name. To ward off any danger, this name was 


always pronounced and this is clearly proved by Tirunilakantar 
and Tirufianacampantar.9? 


Arürar also mentions with all love and reverence this phrase 
*Tirunilakantam" as though it were a mantra. The addition of 
‘Tiru’ to any name suggests divine association. Pērāciriyar in his 
commentary on ‘Tirw in the first verse of Tirukkūvaiyār, makes 
this tradition clear. The name ‘WNilakantar’ is also used,98 by 
Arürar, but the phrases 'Tirumila mitarrinan’,®® and ‘Tirunila 


mitaftrempiram', are used with the prefix ‘Tiru’ to bring about 
the sacred aspect. 


VII 
The spiritual significance of this story was realized by the 


Tamilians as early as the Gatkam Age. When Atikamān instead 


57076255: 

58. 7:95: 11. 

59. 7: 95: 11. 

60. 7: 58:9. 

61. 7: 9: 8. 

62. 7: 38: 6. 

63. 7: 15: 3. 

64. 7: 27: 7. 

65. Hindu Iconography, V. YI, P. 1, page 356. 

66. 7: 55: 5. 

67. See Periyapuranam and Campantar Tevaram—I, 116 
68. 7:7: 2. 7 
69. 7: 27: 4. 
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of eating the black emblic myrobalan (karunelli) of life-giving 
properties offered it to Avvaiyār, it amounted to his preferring 
death if the lady of the culture could be saved. This is the act 
Of a saviour preferring crucifixion for redeeming the world. 
Avvaiyar when she learns the truth about the magic powers of 
the fruit offered to her, explains that Atikamàn is verily Siva, 
the Great Saviour, swallowing the poison and preparing to die for 
saving others." We see our poet mentioning this kind of Grace— 
** Nasicuntu tēvarkku amutam kotutta nalam” ,"? ‘We do not understand 
this Good act”, “Nalam ontu ariyom""?? — says Ārūrar. 


The famous Kural defining civilization in terms of ‘Daksan 
yam’ (Kannottam) refers probably to this very great act of Siva 
knowingly swallowing the poison offered by others." The poet 
has a veiled reference to this.” 


No other story can bring out this theory of Grace of God 
swallowing all our sins and saving even the prodigal son — 
*Pütakamé córu' and Ceytanavé tavamākknm.”"52 "This form is, 
therefore, the rare nectar — ‘‘Aramutu’’,?® unto the worshippers. 
These simple, credulous, innocent and tender lovers of God keep 
this form in their mind — it looks He has assumed this poisoned 
neck, so that, He himself might be in their hearts— ‘Matamutaiya 
atiyārttam manattéyura vitamutaiya mitaram ."? 


VIII 


Itis probably this esoteric significance of this story that 
Tirumülar expresses, when he writes the verse: 


* Antamo tenticai tankum atomukam 
Kantam karutta karuttari varillai 
Untatu naūīcen ruraippar unarvilor 
Ventalai mūlai viricatai yõrkë” ." 


71. Puranānūru: 91 
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75a. Tiruvācakam: Tiru-t-tolnokkam. 
76. 7: 51: 2. 
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In other places Tirumūlar speaks of God as swallowing us 
all and keeping us immersed in the bliss of His love 


** Antamum ātiyum ākum parāparan 
Tantam paramparan tannir paramutam 
Nantamai untumeyn ūānanē yāntattē 
Nanti iruntanan nāmari yome."? 


Ārūrar elaborates this in an autobiographical reference®? that 
God’s Grace revealed by this story has inspired him to take 
refuge in Him. He says, ^The big mountains of beautiful pat- 
tern was fixed as the churning post; the deadly serpent was 
bound round it; (the ocean) was churned; there arose the deadly 
poison and all those who saw it ran very fast away from this 
danger. With a view to showering your blessings upon the Dēvas, 
you swallowed the blue poison of the sea and kept it for ever in 
your throat. O Mad Lord! Seeing this conduct of yours, I have 
taken refuge in your feet’’.® 


IX 


This story has thus a special significance to the worshippers 
of Ārūrar, because of the tradition of the Purāņic story about his 
previous birth. Pertyapuranam in *Ttrumalai-c cirappw’ makes out 
that this poet in his previous birth was a denizen of Kailas going 
under the name Alalacuntarar. Alalacuntarar is the *tatbhava” form 
of the phrase ‘Halahala Sundara. The reflection of God Siva in a 
Mirror came out as the beautiful form of Sundara and when the 
Dēvas rushed to Siva for his help against the growing poison of 
Hālāhala, Siva sent this Sundra to collect the poison and bring it 
to Him for being swallowed; and it is because of this, Sundra 
came to be known as Alla Cuntarar. Therefore, this S 
cription of this story has a special significance to those who 
believe in the purānic tradition. Marai Malai Atikal and others 
feel that the verses about the previous birth are later day inter- 
polations. Be that as it may, this poet does not refer to the story 
of bringing the poison. He seems to suggest that Siva straighta- 
way swallowed the poison at the instance of the Devas. 


79. Tirumantiram, 2594. 
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X 


It may be stated in passing, that how this poet came to be 
called Sundarar, remains still a riddle unless it be that he was 
called Sundarar because of the name in his previous birth, though 
in the 100th hymn, the poet describes himself, ‘Cuntaravétankalal 
turicé ceyyum tontan’.®® In one of his verses, this poet refers to 
this name. It is clear Cēkkiļār does not give him this name 
expect where he refers to his previous birth. 


Sundarar as a denizen of Kailas is referred to by Appar, 
“Cuntaranai-t tunai-k kavari vica-k kontar’?,88 where he is given the 
function of fanning with the chaurie. In Periyapurāņam, his func- 
tion is to bring the sacred ashes and the garland. 
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CHAPTER II 


GANGADHARA MŪRTI 


I 


Generally Siva is described as having a matlock which is 
described as having the Ganga (the Ganges) init. He is, there- 
fore, called the Gangadhara mūrti. 


II 


The description of the blue neck of Šiva has suggested to 
some that the form of Šiva represents a natural phenomenon of 
the mountain. The Satarudriya speaks of Girīša lying on a moun- 
tain, because of his thunderbolt springing from a mountain of 
cloud and creeping along his blue neck and red complexion. 
Perhaps this is the vision of God as seen in the black cloud tinged 
red by the glow of lightning. "The matted hair, the crescent 
moon, the Ganges and His connection with the Himālayas suggest 
the personification of the very form of the Himālayas awful and 
beautiful. Oldenberg has pointed out this similarity of the nature 
of Rudra’s in its essence to Mountain God. 


Whatever that be, in the later ages when the Ganges came 
to be looked upon as the sacred river almost divine, stories were 
invented regarding enterprises about its coming down from the 
Heavens to this world. It was easier for Saivities who have 
thought of their God as the husband of the daughter of Himavan 
to connect Him with the holy Ganges. 


III 


E One ofthe kings of the Solar family Bhagiratha becomes 
nous in the Purāņas and the Itihāsas as a great king who brought 


er, to save his cursed ancestors after a great penance 
: The Ram 


ma and the puranas narrate 
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in the Kāviri?*! Here it will be seen that Appar is combining the 

Ganges and Kaviri on the same level. Kulāšēkhara Alvar goes a 

step further and speaks of the Kaviri of the Tamil land as of 
| greater holiness, *Kankaiyir punitamaya Kāviri”. All this implies 
the admitted sacredness of the Ganges and the Tamil epic poet 
Kampan narrates the story of the coming of the Ganges by the 
Grace of Siva, thanks to the penance of Bhagiratha. 


That this story has been very popular in the age of Tēvaram 
especially in the age of Nànacampantar and Appar of the 7th cen- 
tury A.D. is made clear by the various representation of this story 
by the sculptures of the age responsible for the Pallava monu- 
ments of that age. It is Tiruccirāppāļļi which first revealed by its 
Inscriptions the truth of Appar's influence over Mahēndra, other- 
wise called Gunabhara. In this Tirucciráppalli cave temple 
| excavated by him, halfway up the Tiruccirappalli rock, there is 
carved in the western wall of the hall facing the shrine in a large 
panel of seven feet square, a fine image of Siva in the form of | 
Gangadhara. “In this sculpture, Siva is portrayed with four arms, | 
the right upper arm holding the Ganges issuing from His hair. 
The left upper arm perhaps holds a rosary, whereas, the left lower 
arm rests on the left hip. The right lower arm holds a hooded | 
serpent. The raised right foot rests on the head of an ugly dwarf. 
On the right side of Siva’s head is the head and bust of a little 
human figure with the hand raised in prayer; evidently it is the 
Ganges": This is the description given by Longhurst? This will 
make the figure that of Gūngāvisarjana Murti where Siva crushing 
the pride of Ganga by making her disappear within His matted | 
hair, allowed her to flow out as a tiny rivulet. KA nn 


Petre et 


IV T: 


deca 
Sut 2 


The Gangādharamūrti represents the figure where Siva allow 
Ganga to come down with all her force only to disappear wit 
His locks. The Tirucciráppalli representation i: interprete 
Krsna Sāstry, as Gangādharamūrti holding with E | 
a lock of hair in order to receive Ganga descend 
clouds. Bhagiratha is not represented in thi panel | 
one of the faded out Rsvs form as represe. g 
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It is the temple of Kailāsanātha built by Rajasimha, that 
magic casement which brings before our eyes the Saivite spirit 
making it alive through its representations of Saivite mythology, 
in illustrating them, following the descriptions of the Saivite poets. 
In this templc, several panels represent the story of the descent 
of Ganga. Plate No. 44, fig. 2 (Rea) represents Siva standing on 
a pedestal. Ganga is descending on His left side of the head. 
Parvati is standing with her body forming two curves. Bhagiratha 
is standing on the right with folded hands in a mood of penance, 
Plate LIX (Rea) gives a bigger representation. There is no 
Bhagiratha here. Siva has eight hands, instead of four, asin the 
previous panel. Mr. Rea is wrong in saying that there are only 
six arms. The lower left arm is embracing Parvati. Plate LVII 
is also said to be a representation of Ganga Avatāra. Parvati and 
Siva alone are found here. But the form of Ganga is absent. 
Siva is holding what appears to be a portion of curve bent 
upwards. In other places Rea has interpreted this as this skin of 
the elephant flayed. The topmost panel represents Šiva killing an 
elephant which had terrified Pārvatī. "The lower-most panel also 
represents an elephant and the middle panel, therefore, may be 


taken as the representation of Šiva holding up the flayed skin of 
the elephant as His shawl or cover. 


Plate CIV, fig. 2 gives the very story of the descent of Gangā: 
There are three hands on the right, but only two on the left, the 
lower arm, embracing Parvati, has been destroyed. The form of 
Ganga is there descending on to the left side of Siva. Plate CXXIIL 
fig. 2 gives more or less the same figure. Plate XCVII, fig. 9 is 
from Matangésvara temple of Gonjivaram. Siva and Parvati have 
a conical crown. Siva has two hands on the right but only one 
is visible on the left. Ganga is seen descending from the left side- 


The Amsumadhédagama, the Kāmikāgama and the Karanda- 
gama describe the figure of Gangadhara Marti. Siva should stand 
with His right leg remaining straight while the left leg should be 
slightly bent. The front right hand should be placed towards the 
chin of Parvati. His left front arm should be anlyraghie hoe, Mhe 
back right arm lifted up to his crown should be holdin dn " ded 
the back left hand should carry a mrga. Ganga shoul Ši da kaa 
on this. Pārvatī should bc on the left with her IS ep a * 
bent on the left remaining straight. Her iin RE. Pa S 
banging down freely or holding up a few folds of her diode RS 
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the left one should be carrying in it a flower. Her face should 
express a state of mental uneasiness perhaps due to a feeling of 
jealousy: Sometimes Šiva's front right hand should be in the 
‘abhaya’ pose and front left in the ‘kataka’ pose. He should carry 
the hatchet and the deer in the other two hands. Bhagiratha 
should be coming to the height of Siva’s navel, chest or neck on 
the left of Siva. He should be draped with a garment of barks. 
His matted hair should be flowing down. His two arms should 
be held in ‘añjali’ pose on his chest or over his head. It will be 
seen that most of the rules are not followed by the sculptures of 
the Tēvāram period when probably no rigidity or convention had 
been achieved. 


V 


The most wonderful representation of the descent of Gangāis 
found represented at Mahabalipuram on the open side of 
a mountain which stands almost like a wall. "This is wrongly 
called as the figure of Arjuna’s penance which is really the descent 
of Ganga from the Himalayas’ tops and the figure represented as 
doing penance can be no other than Bhagiratha. This great rock 
sculpture is unique and unlike any other ancient monument in 
India. Appar compares God to a fully filled irrigation tank, 
«Ēri niraintanaiya celvan kaņtāy”.4 — It is almost the divine feeling 
for the waters felt by the people of Tontamantalam that is 
embodied in this remarkable scene sculptured here. “This rock- 
cut drama’ as Percy Brown remarks, ‘is an allegorical representa- 
tion of the holy river Ganges issuing from its source in the distant 
Himalayas, the water fed from a receptacle above cascading 
down a natural cleft in the rock in the centre of the magnificent 
picture in relief’, Perhaps the whole figure representing Gangávi- 
sarjana has brought forth the real feeling of the Tamilians for the 
water, for irrigating their fields. Siva is here represented as being 
nude whereas in the other images of Gangadhara, He is portrayed 
fully clothed and decorated. The importance of his sculpture 
may be realized from the other attempts to visualize the same 
scene on another part of a mountain (rock). It is almost a dupli- 
cate representation of the so-called Arjuna's penance but unfor- 
tunately not finished, perhaps because there were cracks in the 
mountain (rock) or it may be, as Longhurst points out, a kind of 
experimental mode for the great finished work at the other end 


4. Appar Tevaram 6: 23: 5. 
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of the hill. Plates 29, 30, and 31 in Longhurst’s Pallava Architec- 
ture, Part II give us this sculpture from various points of view. 


That idea has captured the minds of the artists of Rājasirhha's 
age as may be seen from the scene portrayed in the Shore temple 
— a first copy of the idea which reached its final form in the 
sculpture of the so-called Arjuna's penance.5 Percy Brown ex- 
plains the Shore Temple in such a way as to bring out the im- 
portance of the sculpture: “In the first place it seems evident 
that portions of the ground plan of the enclosure consisted of a 
system of shallow cisterns which could be flooded on occasions 
so that it resolves itself into a type of water temple. Some of the 
conduits or receptacles may still be traced and it is clear that 
they constituted an essential part of the lay out. The water to 
feed this system was brought by a canal and conveyed by sluices 
throughout the building any overflow being carried down a rocky 
cascade in the rear of the shrine and into the sea. The name of 
Jalašayana temple seems to be appropriate”. 


VI 


Ārūrar has in all 72 references to Gangā in his hymns. He 
uses the form Kankw instead of 'Karikai” (Gangai) or ‘Kanga’ 
(Ganga) at least in two places In the famous ‘Tiruppunkir’ 
hymn where the poet says he has refuge in Lord because of the 
various acts of Grace narrated of olden times, he refers to this 
story of God acceding the request of Bhagiratha and making 
Ganga rushing down with an uproar (almost destroying the whole 
world) to disappear within His matted hair.? The Ganges of the 
famous holy bathing ghat — “Turai-k kankai””* was coming down 
from the heights of the twilight sky — “Cekkar van nir"? in 
whirling high floods — Kankai veļļam””, “Katwikalulik-kankai nir 
vellam",* almost like a sea throwing up the rolling waves — 
* Tiraikal vantu purala vicum Kankai”.2 Proud Ganges was sent 
to disappear at the bottom of the braided hair.? The water in- 
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creased and swelled but lo! the matted hair swallowed up and 
the water was nowhere.4 The full river is in His towering braid 
of hair.!5 


In one poem he speaks of Siva adorning Himself with the 
crescent moon and the Canges and dancing with the ever increas- 
ing fire in His hand whilst the serpents whirled and the jingling 
anklets began to resound.1® In another place," Ārūrar speaks of 
the waters of Siva’s crown which can be no other than the Ganges 
along with the matted hair whirling around in a dance. Plate 
XLIV: fig. 2 already referred to (Rea) shows eight parted projec- 
tions proceeding from the crown of Siva. If they are not to be 
representations of the cobra hood, they may be taken as whirling 
eight-fold matted hair of Siva. In many places Ārūrar is very 
much impressed with the beauty of this form, “Aru tāņktya 
Alakan” 8 “Apru cūta vallār avarē alakiyarē”.19 


Gangāis looked upon as the woman, ‘‘Penpati ceficataiyāti 20 
and this suggests the idea of Gangā being the consort of Šiva. 
Ārūrar speaks of Siva as '*Gangà nayakam".? He speaks of the 
love of Ganga — *'Kātal cēr mātarāļ Kankaiyal"?? and he refers to 
Ganga as Siva’s wife, *Táram'.? She is described as the beautiful 
lady of the waters with the flowing tresses conversing with the 
Lord like a koel so happy in His company that the fishes in the 


river danced up in joy.*4 


In a few places the poet speaks of Siva being in the company 
of both the wives Gaga and Parvati.25 He speaks of the special 
consideration and love shown to Ganga.2° In another poem," the 
poet jocularly remarks that he cannot serve the Lord because 
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there is nobody in the Lord's household, who would take care of 
the servants; for Gangd will not open her mouth; Ganapati is 
immobile with his belly; Subrahmanya is a child and Parvati wil] 
not supply the daily batta; or, according to another reading she 
is always playing on the strings of the (Vina (Vinai) without 
caring to feed the servants. 


VII 


Ārūrar refers to this form in another autobiographical episode 
of his. Arürar once got a heap of paddy but no servant could be 
found for transporting it to his house. He prays to God for help. 
Therein he states: In half of your body you have placed a 
woman; in the spreading matted hair you have placed Ganga. 
You know the suffering of good women. Please order the trans- 
port”.?* 


Ārūrar had experienced the torture of being the husband of 
two wives. He has been punished according to the tradition for 
this double marriage. In one place in a moment of utter dejec- 
tion, he pleads, perhaps in a lighter vein, that he can accuse Siva 
himself with the same charge;? he is treading on a very dange- 
rous ground: “You embraced the maid of the mountain; without 
considering this you adorned yourself on your crown with that 
lady of the thousand faces — Ganga Devi. (The mountain and 
the thousand faces— ‘“‘Kankai ayiram mukam utaiyal’? — suggest the 
mountainous passer expressing in thousand ways). If I have for- 
gotten Paravai and married Caykilt, you did so. It is possible to 
retort — so says the poet. 


VIII 


He brings out the seeming inappropriateness of the whole 
show: “The Lord is a yogi himself burning to ashes Kama as 
already known to all. This austerity and renunciation is shown 
by the matted hair, ‘cata’. One part of His body is Umā, the 
daughter of the Mountain and in what form? She is performing 
great austerities bubbling up with victory — ** Mā tavam cey malai 
mankai". As though it were not enough, another woman is allow- 
ed to sit at rest on the matted hair. Is she an expression of Love? 
No. She radiates anger — ,‘Calam kilar Kankai” (There is a pun 
on the word ‘calam which means also water). What a wonderful 
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effusion of Love! Perhaps these descriptions suggest that there is 
no mean animal passion but a conguest of passions and a com- 
munion of souls".? A beautiful conceit explains this truth: 
“God burnt to ashes Kama with his fiery eye of His forehead; 
This fire of His skill shoots up through varied flowers and blos- 
soms. It is the ‘kovrai’ flower up above His ruddy matted hair, 
where shines crystal clear the flower Ganges"?! — “‘Kannutalar, 
Kamanaiyum kāynta tiral Kankai malar tennilavu ceficatai mel t$ malarnta 
konraiyinan' 32 


In another place he weaves an interesting drama out of this 
kind of mythology: *'Pārvatī has taken a portion of Siva's body 
and Ganga also has become attached to His body. There is no 
other place for a third wife and, therefore Siva has ‘Katukilal’ by 
His side at *Tirukkoti 9? 

XI 

We had referred to the beauty of this form as experienced 
by Ārūrar. Apart from the beauty of the womanly form, the 
poet suggests another source of beauty. It is the beauty ofa 
harmonious combination of contradictory and conflicting things 
— a beautiful symbol of the Absolute where all contradictions 
are dissolved and harmonised in its wonderful unity with no 
‘sajdtiya’, *vijātīya” or ‘svagata’ bhéda. It is said Māndhāta and other 
great kings made the cruel tiger and the meek lamb drink side by 
side at one and the same stream. Some such wonderful divine 
peace is suggested by the beauty of Siva's matted hair, where 
reside the moon, and the serpent wont to swallow it, along with 
"the woman accustomed to shiver at its very:sight.** In addition, 
there are the flowers and leaves of the trees. The word ‘viravu- 
kinra'35 — combining — offers the key to the beauty of the form 
and its mystic significance.%® 


There is the harmony of the cool deep river and the white 
clear moon,” of the river and the shining crescent with probably 
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its reflections on thousand waves.'$ This harmony of God is 
sweet like the sugarcane and its quintessence sweet, like the 
candy.*? There isa community of spirit of beauty, light and 
refreshing coolness suggested by the description of the ‘kuraow 
flower and *kūviļa” leaves glistening amidst the ruddy braids of 
His hair along with the cool moon and the Ganges! and again by 
the description of the crescent moon, the ‘kontat flower of the 
sylvan tract and the river — ?Polum matiyam punak komra punal 
cēr cenni-p pummiya" .M There is also the harmony of the waters 
and the flowers and the serpents and the braids of hair.*? 


The Lord raises up a new ideal happy family of love: “The 
lady of love, Ganga — He adorns His braids of hair with this 
beauty coming in the form of water — is the heroine of this ideal 
household. The crescent refuses to grow perhaps: because of fear 
of the serpents — the poisonous serpents with their pattern of 
lines. But God here makes them sleep together fearless. Our 
father (of this universe, of us all, of both the moon and the ser- 
pent) rules with Grace that way".*? This happy family is again 
and again described. ‘Kowrai’ with the humming bees, as though 
somebody has injected the honey there, the Ganges, the moon — 
these He adorns on His braided hair; the Heroine, here is the 
daughter of the Mountain, into which enter the darkness and 
cloud, for rest — He keeps her reside in one part of the body.‘ 
The same higher harmony is described in hymn 43, verse 4. This 


is the crown and glory of god-head. Ārūrar speaks of the Ganges 
and the crown of the Lord.t5 


This story of the Ganges has also a mystic significance. And 
as usual the poet asks of the Lord, “What is the significance of 
your adorning yourself with the Ganges on your head??46 «What 


is the significance of your crowning yourself with Ganga along 
with the embracing Lady of the Mountain?’?47 
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CHAPTER III 


PĀRTHĀNUGRAHA MŪRTI 
I 


The Mahābhārata shows that Saivism came to be followed by 
great Rşis like Upamanyu, Vyasa and a host of others. Siva 
preaches Ahimsa — non-eating of flesh,! and even today this non- 
eating of flesh goes by the name of Saivism — perhaps by this 
time the Jainism had become developed. Tirtha yatra’ cult had 
come to stay? for removing sin and for enjoying celestial pleasure. 
It also reflects the conflict of Saivites and Vaisnavites and an at- 
tempt at harmony. If Visnu as Krsna is the great master expound- 
ing Gītā to Arjuna, Siva is claimed to be the special God of Arjuna 
bestowing on him the special weapon, Pasupatástra, with which 
Arjuna won the Bharata War. 


The story occurs in the Vanaparvam of the Maha Bhārata. 
Arjuna, advised by his divine father Indra, performed tapas, for 
getting Pāšupatāstra from Siva. Siva came in the form ofa hunter. 
An asura assuming the form of a boar was about to attack 
Arjuna, who, therefore, aimed an arrow at it. The Kata or the 
hunter also aimed. The animal was dead. The hunter, to pick up 
a quarrel, abused Arjuna for shooting at his quarry and in the 
fierce fight that ensued, Arjuna was worsted in both the battles, 
of bows and that of wrestling. Arjuna struck the hunter on the 
head with his bow which mysteriously disappeared. The kirata 
was recognized by Arjuna as Siva, and Siva admiring Arjuna 
bestowed upon him the Pasupatastra. It is said in the Purāņas 
that Parvati went as a huntress carrying the child Subrahmanya, 
followed by four dogs, the Védas. Even the Vaisnavites like 
Villiputtūrār become eloquent and very much moved when they 
come to narrate this story of Kiratarjuna. The Sanskrit poet 
Bharavi has been inspired by this episode so much as to write a 
beautiful drama on it the ‘Kiratdrjuniyam’. 


Il 
The Kiratarjuna mūrti according to the texts on sculpture has 
four arms, carrying dhanus, bana, mrga, jatāmakuta three eyes, yajno- 
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pavīta and ornaments. He stands erect with Arjuna on the right 
who has two eyes, jatāmakuta, ornaments and añjali pose on the 
right and with Gauri on the left. In the Kāranāgama; Siva is 
described as holding an arrow and a bow and an antelope; the 
latter two are seen in a figure in Cidambaram.? Bow and arrow 
are found in Tiruccenkattankuti image. According to the Agamas 
the Pasupatastra mūrti has four terrific faces with three eyes, tusks, 
stiff hair and fierce mustache carrying Sakti, mrgu, šaūkha and 
khadga in the four hands. Vétkalam near Cidambaram is consi- 
dered to be the place where this weapon was bestowed on Arjuna. 
There is an image there. Evidently the rules of the Agamas were 


not obligatory. Tanjore inscriptions refer to an image of this 
form. 


There is one sculpture of the age of Tēvāram in the Kailàsa- 
nàtha Temple.* This is how Rea reads it: Panel 15 shows Siva 
asa hunter fighting with and slaying the king who was afterwards 
turned into a pig. Two figures are shown with right and left 
legs advanced. An animal on the under right side of the panel 
seems to represent varāha.”5 It is not clear where Rea got the 
story he narrates; but anybody knowing the story of Arjuna and 
the hunter will easily recognize the hunter and Arjuna in the two 
human figures. 


III 


Coming to the age of Rāja Rāja, we find, an image of Kiratàr- 
juna set up in the $ri Rājarājēšvara temple by the magistrate, 
Udayadivākaran Tillaiyali." The following is the note of the Epi- 
graphist: 


The detailed description of the image is not furnished. But 
it evidently represented the scene of fight between Arjuna and 
the God guised as a Kirata or hunter. . The fight ended in the 


former obtaining the blessings of the latter together with the 
weapon known as Pasupatastra. 


Fig 92, Gods and Goddesses of South India 
Rea: Pl. No. XXXIV, fig. 2. 
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mm PERA 

Kūrātārjuna-mūrti is one of the 25 sportive incarnations (liid- 
mūrtis) of Šiva mentioned in the Kāraņāgama. It described him 
as follows: 


“Gaturbhujam triņētrum ca Jatāmākuļasanyutam 
Sarvibharanasamnyuktam divyüámbarasamaoytam 
Dhanurbāņayutam raktam kr$naparasusarvyutam 
Upavītasamāyuktam samabhangatanum kuru.” 
“Vamé gourīsamāyuktam daksnétvar unam sthitham.” 


Aijunasvarüpam: 


"* Ekavaktram dvinayanam jatāmakutasamyutam 
Sarvabharanasamyuktam kytāūjaliputamsthitam.” 


An image of Pasupata mūrti was set up by queen Ilādamahā- 
devi. The details are however not given. In fact, her setting up 
the image is only incidentally referred to in S.L.J., Vol, II, No. 95. 
The scene relates to the gift of the PéSupata-weapon to the 
Pāņdava Prince Arjuna for use in battle against Jayadratha. 


IV 


Arjuna has been popular in the Tamil land. His name has 
got mixed with all kinds of folk tales of Pavalakkoti māla, Alli- 
jyaracümi mālai, etc. Places in the Tamil land were called after 
the Pandavas. In the age of Arürar himself Panankāttūr was 
known as “Van Parttan Panankattür", though a different kind of 
interpretation is given to this expression,? one may notice that 
this expression has got some connection with Pürthan (Arjuna), 
The temple in this place must have come into existence during 
the time of Arürar since there is no hymn from Campantar or 
Appar on this place. 


Arürar has referred to the story of Arjuna in thirteen places 
in his hymns. Arurar has used the mythological terms: *Pār- 
thaw1 Vijaya,! and ‘Arjuna’. He calls him *Parthan, the great’ - 
*Perumparttan? 38. Arjuna was performing an austerity. The Lord 
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went in the foot-steps of a boar. It was an angry boar — ‘Cingk- 
kélal’;*4 ‘Ké? usually refers to the colour, perhaps the poet wants 
to emphasize its appearance: ‘unique boar’. It was a terrific 
boar, *Katunkélal"39 The other name of the boar is ‘panri’,1? 
because of the tusks or teeth. This word is also used by Arirar,18 
and pointed attention is drawn to the tusk of the boar, *Kotàr 
kélal’ 19 

The Lord went merrily along with his young wife,? in his 
assumed form of a hunter to play the spy, *Vzyatiyár ,^ for know- 
ing the real strength of Arjuna, ‘Vétuvan’,* ‘Vetan’. He wasa 
unique hunter. His courage took the form of a hunter, * Vērattāl 
oru vētanāki”” 24 The hunter was a warrior and a hero, *Maravan'?s 
a great magician, "Māyan** as the subsequent events proved. 


He was a denizen of the forest or desert, "Kānavax"?" and he 
went there appropriately as such in the desert to avoid all doubts. 
He wore the feather of the crane.2® It was a burning desert, so 
hot that the land was full of cracks, “Kamar payil véfüicuram" 9? 
He carried a bow of war, Ceru vil ēnti”'1 and following the boar 
he came near Arjuna. He came driving it fast and approached 
Arjuna.? Arjuna was performing austerities. He started the 
fighting operation. He fought with Arjuna leaving no room for 
the Jatter to suspect who the hunter was. He came down to his 
boar playing the part of a hunter he had assumed beautifully 
well, **JNatávanam ceru-c ceytu’’ 33 This quarrel over the boar upset 
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Arjuna’s equanimity of austerity. The austerities were thus des- 
troyed, *Tavamaļittu.% The hunter fought with seemingly righte- 
ous indignation and his eyes became red with this anger, “Cenkan 
vétandy’’.8> He was indulging in war, “Amar payilvu eiti”.5% On 
the round and well shaped shoulders of Arjuna, the Lord sent 
many a sharp arrow to pierce through. Arjuna was a lover of 
bows. But now his skill as an archer faded away, Melkiya vir- 
rolilan."? He became thorougly exhausted. But the Lord fought 
with love and kindness enjoying probably every minute the valour 
and skill of Arjuna.$ Finally, pleased with him, the Lord gave 
the strongest weapon, ''Vanpatat',3? the ‘Pasupata’* well placed in 
its receptacle, “Ava nàli nilai” 4t 


V 


This episode is one of the stories which appealed to the poet 
inspiring him to take refuge in God. 'This is a story of Grace 
(Anugraha) of God,?? the story of the battle of love where the 
Lord comes to judge and present the fitting weapon. The whole 
story is repeated there in another hymn.5? 


“Vata mulaiyāļ tannotum makilntu kanil vētuvayāy-k 
Kotàr kélal pincenru kuruki vicayau tavamalittu 
Nata vannam ceru-c ceytu ava nāli nilaiyarulcey 
Pitār cataiyār mayanattu-p Periya peruman atikalē”. 
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CHAPTER IV 
CANDRA ANUGRAHA MŪRTI 
I 


Dagsa had the 27 stars as his daughters and gave them in 
marriage to the Moon, with a strict warning that he should not 
show any favouritism to any one of them. But the Moon beeame 
so much attached to Rohini that he neglected others. The slighted 
and neglected wives complained to their mighty father. Enraged 
Daksa, cursed the Moon to waste away and lose all his sixteen 
*kalais? or phases of brilliance. Day after day the Moon began | 
to lose one sixteenth of his total brilliance like our waning moon. 
'There was no Power on earth who could help him out of this 
effacement, except the omnipotent Siva. The Moon prayed, wor- 
shipped and took refuge in the feet of the Lord. Siva, taking pity 
on him and his foolish wives who were following a suicidal policy | 
wanted to save the Moon from dying out and at the same time | 
to save Daksa’s curse from becoming nugatory. The crescent | 

Moon had but one sixteenth of his brilliance. The Lord took him | 
up and adorned his crown with the laurel of this cresent Moon. 
By this contact with divinity or divine Grace, the Moon stopped 
decaying any Further and began growing day after day till he 
attained his original fullness of brilliance. But Daksa’s curse was 
also to be fulfilled and he began deteriorating from his fullness. 
Thus began in the World the waxing and the waning moon. The 
crescent is the shining example of the cursed being saved by 
Lord’s Grace. 

The merciful Lord came to be known, therefore, as Candra- 
Sēkhara—one who has the Moon on His crown. 


II 
Karaņāgama speaks thus of Candrašēkhara mūrti : 
** Abhayavaradahastam saumyasrn garabhavam 
Vipulavaradanétram candrabimbāmšamaulim 
4 Rjutanusamapādasthānakam vidrumābham 
Harinaparasupanim padmafīthēparistham”. 
Though Ārūrar does not use the phrase Gandrašēkhara,he uses 
a corresponding name, “Indu šēkhara”*— one who has the 
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moon in his crown. The Tamil forms “Mati citi 4 “Pirai cūti”5 
and ‘Piraiyan,® are also found. The words used by him to denote 
the moon are (1) the Sanskrit word ‘Indu’, in its Tamil form Inti? Ku 
meaning that which cools the world with its light, which word | 
occurs only once,” and the Tamil words arranged in the order of | 
their frequency of usage, (2) ‘Mati’ is used nearly thirty times,’ z 
and its variant forms with the suffix ‘am’, (3) "Matiyam” used ten 
times, the word ‘Mati’ coming from the verbal root ‘mati? to 
value, to count, and, therefore, meaning the moon that measures 
the time into months, (4) ‘Pirai’ used about 28 times, this word «3 
coming from the root ‘pira’ to be born and meaning, therefore, 

the ‘new born crescent moon’, later on coming to denote the 

crescent. whether waxing or waning, (5) ‘Tinkal’ used about 13 

times, perhaps a variant of ‘tikal undergoing nunnation and 

coming from ‘tiku’ to dazzle, though some explain it as the sweet a 
nectar, (6) "Nilā,!? with its variant forms, (7) ‘Nila’, and (8) 

‘Nilavu’,44 corresponding to the word ‘Nilavu’—‘to shine’, and i3 
denoting originally the suffused and steady light of the moon-shine : 
as against the dazzling and glistening hot glare of the sun and 
later on coming to mean in the age of Ārūrar and Māņikka vāca- 
kar, the moon itself.!5 


IU E. 


The verbal roots he uses in relation to the Moon are here 
given in the order of frequency: (1) ‘Caiw’—‘to crown? —Siva 
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crowns Himself with the moon and this root is used about 32 times; 
(2) *Va? —*to place’ used about 6 times!6—*Šiva has placed it on 
His crown; (3) "Cēr —'to reach’—‘The moon reaches Siva's crown? 
used about 3 times;!? (4) "Tanku —'to rest’: ‘The moon rests on 
His head’, used about 2 times;!8 (5) *Ār*—'to rest or to be full’ 
(because of its light) used two times or so;? (6) ‘Tauku’—‘to 
bear'—'Siva's head bears it’, used thrice;? (7) ‘Mufz---‘to crown’ 
or ‘adorn the head’ used about twice; ‘God has adorned the 
moon as a laurel or a crown’; (8) "Punai'—'to adorn’ used once?? 
and ‘Ami’?—‘to adorn’ used once;? ‘Siva adorns Himself with the 
moon;’ (9) ‘Utai>—to be possessed’ used about twice,*4 Siva is 
moon's Lord; (10) ‘Pulku — to embrace’ or ‘cleave to’ used 


once, Siva's head, the moon cleaves to’; and (11) ‘Méou’ — ‘to 
rest’ or ‘to desire’ used once.?$ 


‘The moon with all his heart 
reached and rests on Siva’s head’. 


IV 


It is the crescent that Siva saved, by adorning Himself with 


it. The word 'Pifat means the crescent. Since it has come to 


mean the waning moon as well, the poet is anxious to emphasize 
the fact of the waxing crescent — the creseent born after the new 
moon by referring to its youth and its being an extreme fraction 
of the young moon — "Lamftrav”,?" the young crescent — * Malku 
vünilampira?" the increasing or growing young crescent’,8 *'Pilat 
venpirai" — ‘the innocent infant of a crescent’2® — (there is here 
a pun on the word ‘ven’ which means innocent or simple and 
white), ‘‘Valarata pirat — the crescent which has not developed 


16. 


7: 6: 4; 7: 15: 3; 7: 16: 8; 7: 38: 3; 7: 41: 7; 7: 46: 3; 7: 71: l; 7: 
71: 2. 


17. 7: 25: 7; 7: 77: 8; 7: 91: 3: 
18. 7: 5: 2; 7: 61: 6. 
1987528 52 OSs 4: 

20. 7: 16: 11; 7: 24; 7; 7: 33: 1. 
21. 7: 10: 3; 7: 44: 1. 

92. 7: 62: 2 

93. 7: 25: 4. 

24. 7: 27: 6; 7: 98: 8. 

25. 7: 97: 6. 

26. 7: 87: 8 

97. 7: 84: 1. 
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grown',? *Pirai-t tuntam"—'the bit of a crescent;?! “Nalla 
tuņtabpirai” —'the good bit of a crescent';?? and ‘the xenoned bit 
of a crescent —'*Pankam ceyta pirai”,3 (there is here a pun on 
‘pankam’ which not only means division but also disgrace and, 
therefore, it suggests the cursed crescent). 


V 
Poetically the same suggestions gleam through his description 
of the moon as ‘mati’. It is ** Matippitir" —'a particle of the moon’,%4 ķi 


*Pāka mā mati —*a fraction of the big moon’. It is the glorious 
infant of a moon—''Pillai mā mati”, ‘the growing or waxing 
moon” —''Uyarum mati". ‘It is the young and growing sprout 
of a moon’—‘‘Mulai valar ila mati". ‘It is an undeveloped P 
moon'—*' Murra matv”.? This suggestion has to be made even 
when the word ‘Tikal’ is used. Itis “Iantiñkal’ —'the young 
moon’. ‘Nila’ as is seen from its usage in nursery is the crescent 
moon. 


There are other ways in which the poet suggests this infancy - i 
of the crescent moon. It is the crescent appearing on the west 

at dusk that is the starting point of the waxing moon. The poet 
refers to it as the white crescent of the dusk—‘‘Anti venpirai 
as the moon of the beautiful or ‘cirrus clad evening'—'' Maficunta 
mālai mati? and ''Mālai mati?—'the cresent moon of the even- 
ing”. ‘It is the crawling moon'—*'Tavalumati"^—the word 
crawling suggesting the idea of a baby moon. - 

VI 


The first shoot of the crescent is a deeper curve suggesti ing. 
the sharp sickle. To the poet, it is the crescent m on of gi 
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sharp edge—“ Val vaya mati”. It is too much bent—‘‘Kénal mā 
mati "^5 and therefore it is “Koniya pirai’”’,4” the crooked crescent 
moon. There is another beautiful conceit—Kuniviniya katir 
matiyam””8—the shining moon with the sweet bend of a dance’, 
The other description of the form of a crescent suggests the 
**palmyra 6laz”’ or rather the blade of the flower ‘tāla —Ētu van 
ilantinkal" —*the leaf of a tender crescent moon of the heaven’;48@ 
** Polu matiyam’*4°—‘the leaf af a moon’. (Pol with the enunciative 
vowel ‘u’ becomes *Polu' and has been interpreted on the analogy 
of the ‘Etu’ above, though it can be interpreted in a different way 
as will be presently seen). This idea of a flower of a moon ex. 
plains the poets enumeration of this along with other flowers, 
like vanni, kuravu, konrair, mattam etc.,5% especially with konrai.5! 


VII 


This idea or suggestion of a **Tāļai flower’’®? leads on to the 
favourite description of the crescent as the crowning laurel wreath 
of God, so often alluded to by Tirunāvukkaracar in the hymn 
beginning with **Matar-p piraik kanņiyānai”.55 This description 
also appeals to our poet, Appar’s devoted follower and admirer. 
“The Lord is spoken of as wearing the laurel wreath of a moon’: 
“Tinkat kutun teriyal tikal kanni?’®4—‘the shining crest wreath of 
a dwarfish garland of a moon’; “Venmatiyak kanni’’®>—‘the wreath 
of a white moon’; “‘Mati-p pitir-k kaņņi”5*—the wreath of a spark 


of a moon’; **Vēynta ven pirai-k kan 9 —'the wreath wrought of 
the white crescent’. 


VIII 


The conception of a crown or a diadem is also there: "*Pirait 


F958 < : D IS 5 
tuntamutr crown or diadem of a crescent’. *Cikarattitai ila 
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venpirai 9? is the young white crescent of the moon on the crown. 
The verb 'cütu' suggests this idea of a crown or “‘cal@mani”’ or the 
crest jewel. Hence its brilliance and lustre are alluded to, apart 
from the usual description of its whiteness: "Kurumüppirai 9" — 
“the glorious crescent of the brilliant lustre’; “Nilā ven mati"? —91 
‘the shining white moon’; ‘Tikal matiyam"'€? — ‘the resplendent 
moon.? Here the poet speaks suggestively of “Tamati”, “Ta 
matiyam””*% — ‘the pure white crescent moon with no blot’, even 
as we speak of the pure white blotless pearl. ‘It is a crystal clear 
crescent’, ** Tennila".99 This certainly suggests the purity, which 
the cursed moon achieved, thanks to the Grace of the Lord. 
**Katir matiyam" ,9* refers to its effulgent radiance. **Pēļum mati", 
is the moon driving out darkness by its radiance; it reminds us 
of the phrase, “Vā: pol” of Nakkirar, in Tirumurukatruppatar.® It 
is this light of a beautiful gem of the crown that the description 


of the moon as “Vanni mati” 9 and “Talal mati??? — the flre-like 


moon can be understood. Otherwise, ‘Vanni’ in ‘‘Vannimati” has 

to be taken as ‘Vanni flower’ and ‘Talal’ in “Talal mati” as the 
burning of the wasting disease brought on moon’s head by the 

curse of Daksa. Or, it should be referring to the conceit of the 

Indian poets who make the desolate lovers cry against the heat 

of the moon. For otherwise the description, ** Tāļa mati” falsifies 

the other descriptions, ‘Tamndr‘ mati’, Tannar mümati""? or 

* Tan mati” ,"3 ‘the cool moon or the moon full of coolness’, and 

< Ķulirataru tinkal’’74 — ‘the moon that gives out coolness’. 
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IX 


It is to this conceit of the love sickness we must again go for 
explaining the **Vituraiyum nila ven mati» — ‘the white moon of 
the radiance abiding for a very long time’. But, here also there 
may be a reference to the never fading brilliance of the gem of 
a moon. More than anything else this suggestion of a long life 
here brings out clearly the eternal blessing the moon received — 
the new life in the company of the Lord, the never to end long 
life. This description thus sings the poet's song of Grace and 
redemption of the Saviour, even as the description “Tamati” 
does. Has not the poet pointed out the very place, where this 
crown of His, the moon was relieved of and saved from the cruel 
enemy of his karma? — **Pirai-t tuntamuti-c ceti kol vinai-p pakai 
tīrum itam...... Kacci Anēkatankāvatamē”.7? 


X 


The braids of cirrus of the heavens and the crescent therein 
have been suggested as the very reflection of the Lord. The poet 
is captivated by this beauty of the moon within the braid setting 
it ablaze with light or of the moon on the braid: **Pirankum catai 
mélpirai"5 — "the crescent on the braid thrown into bold relief". 
He is enamoured of the beauty of the colour contrast — “Pus 
catai mel ventinkal’’’® — ‘the white resplendent moon on the lustre- 
less braids’. *' Mafīcēr vén mati ceñcatai vaitta mani 89? — the great 
ruby of the ruddy braids adorned with the white moon of the 
cirrus’, if we may add, turned ruddy at dusk — a reflection of 


the braids as it were. The colour contrast of the red braids and 
white moon is repeated often and often — 


3 i 5 ““Ceficatai mél ven 
mati”’.81 The idea of bringing together the bra 
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XI 


The colour scheme brings in the ‘kowrai’ therein. The cool 
Ganges glistens and throws a reflection of all the flowers and 
serpents and the juxtaposition of the moon and the Ganges ex- 
plains this peculiar beauty.84 The Ganges is a crown or a laurel 
wreath and so is the moon — “Mutippatu kankaiyum tinkaļum.”%5 
The combination of the Ganges and the moon on the crown of the 
Lord has already been explained. when commenting the Garigā- 
dhara form of Siva. 


XII 


The harmony of the Lord has already been explained in that 
connection.99 The divine harmony of love is still further empha- 
sized by the surprising attachment of the moon to the serpent on 
the crown of the Lord. This is an idea which occurs very often 
in Appar and in our poet. Heis possessed, all to Himself, of that 
one form of the great moon and the serpent sleeping together on 
His crown — ‘‘Mutimél mámatiyum aravum utan tuyilum vativé tām 
utaiyār 87, **Valarāta piraiyum variyaravum utan tuytla vaittarulum 
entai." The moon does not grow, usually afraid of the serpent, 
but here our Lord makes them, out of His grace, sleep in 
peace together. The Lord of the glorious crescent moon em- 
braces the serpent — “‘Kuru mappirai pāmpai-t tintu Nampi’ 89 This 
is something unusual — a sign of divine presence and love; for, 
in the ordinary world it is the serpent of a Rahu who rushes at 
the Moon to swallow whereas here on the crown of the Lord the 
erstwhile frightened moon it is that goes to approach, touch and 
fondle the serpent. Both are found in mutual embrace of love — 
** Malkiya ceūcataimēl matiyum aravum utanē pulkiya Āraņam”.* They 
play and interchange their places — “‘Tanmatiyum pampum tatumaru 
catai.””* It is this the kingdom of God come; the New Order — 


83. 7: 10: 4; 7: 27: 6; 7: 40: 3; 7: 58; 5; 7: 53: l; 7: 77: 8; 7; 98; 8. 
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the unique culture of the Lord — ‘‘Pampinotu patar catai mal mati 
vaitta panpir’’ .92 


In keeping with the tradition of the Homeric simile where 
the poets digress and indulge in descriptions, captivated by his 
own imagination and vision of the thing Arürar describes the 
moon at length. The beautiful white moon appears in the midst 
of the cirrus clouds — ** Maficer veņmati””.93 “Malai nulai matiyam"*9 
— ‘It is the moon entering the rain-bearing clouds’ — a sight 
which has pleased every child imagining that the moon is playing 
a game of hide and seek with it. 


XIII 


The moon has reached the topmost place. It is the great 
moon of the high skies — “Vinnil mā mati’. It approaches the 
topmost heights of human arts of architecture and of the nature's 
grandeur of a garden. There is the rampart of a wall made cool 
by the overhanging bunches of flowers ofthe surrounding garden 
of nature, the palaces, the rise within the city wall (unimaginable 
heights according to the conceit of Man); the moon comes on the 
top — '*Kontanavum polil cūļ kulir mā matil māļikai mēl vantanavum 
mati cer catat mā mutu kunruļaiyāy*.*5 . He is the over reaching and 
soaring imagination of Man crowned by the moon. This imagi- 
native art appears but a reflection of Divinity with the moon on 
its spreading braids of Heaven. The poet does not say so; his 
words suggest this idea. This is not of the weaving of our own 
imagination. In another place the poet makes the phenomenon 
of the universe standing with the moon on the crown or the 
Heavens, a symbol and a reflection — nay an incarnation of the 
inner vision of the seers and the reality of the Lord — a symbol 
and an incarnation on this world required for giving a firm grasp 
to the poorer pilgrims to the promised land. ‘You are in their 
eyes; there are those who think of you in their inner thought — 
in their heart of hearts; you enable them to see you to become 
an existence of this earth; so you have placed the moon (on the 
crown)’ — “Kannultray-k karuttil ummai-k karutuvārkal kānum vannam 
mannulirày matiyam vaittir".?" Here is explained the "philosophy of 


92. 7: 46: 3. 
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beauty and the theory of art representing divinity as incarnating 


in the images and other works of art. 


XIV 


As in other cases of Siva’s feats, here also the final consum- 
mation is the dance of Grace and joy. The Lord moves or changes 
the modes and dances wearing Gaga and the crecent—*'Piraiyum 
Kaūikaiyum cüti-p peyarntdtum perumānār” 8 


XV 


The poetic epic of the story of moon's redemption, the artistic 
representation of this form as a dance and an image—all these 
thus have an esoteric meaning—a revelation of Lord's Grace, and 


therefore Ārūrar asks, "What is the significance of your wearning 


the crescent and why have you done so?’—‘“‘Pirankum cataimél 
pirai cülirru ennē?”99 
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CHAPTER V 
RAVANA ANUGRAHA MŪRTI 


I 


Among the forms conferring Grace, Agamas mention also 
Ravana anugraha mūrti. Whilst Ravana was going in his chariot, 
coursing through air, Mount Kailās stood in his way. Proud 
Ravana began to uproot the mountain and throw it away from his 
path. The trembling of the Mountain terrified Parvati, and Siva 
pressed down the mountain with his toe, crushing Ravana under- 
neath it. He was advised to sing hymns on Siva. His music and 


song pleased the Lord who blessed him with long life and a 
sword. 


If Vaisnavites glorify their Lord as the conqueror of Ravana, 
should not Saivites have a story of Siva vanquishing this Raksasa? 
The defeat of Ravana at the hands of the monkeys was itself, ac- 
cording to Saivites, a result of JVand?s curse on Ravana when the 
latter insulted Nandi on the Mount Kailás at his advising Rāvaņa 
to go a different way. The very name Ravana— from the root KE 
to bewail or scream—according to the Saivites, arose out of his 
screaming under the Mountain. They love the story so very much 
that they think that it was Appar who in his previous birth advised 
Ravana to sing the hymns of God and that, therefore, Appar in 
every one of his hymns refers to Ravana, 
sings of this story of Ravana in the 8th verse of each of his hymns 
uniformly—except in a few cases.. There can be no doubt that 
this was a very popular story in the age of Tévaram. 


Nanacampantar also, 


II 


The story is popular in the Tamil country from the days of 
the Cankam work Kalittokai. In the Kurincikkali, Kapilar compares, 
an elephant striking its tusk against a "Vēnkai” tree, from which 
the tusk cannot be taken out, to the twice five headed king of the 
Raksasas, placing his hands underneath the mountain, trying to lift 
it up with his bent hands shining with shoulderlets, failing in his 
attempt and suffering therefrom, whilst the ‘Antanan’ of the cool 


1. East Indian kino tree. 
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braided hairs, who bent the bow of Himalayas sat on that high 
mountiain lovingly with Uma : 


“Imayavil vankiya īrūcatai antanan 
Umaiyamarniu uyarmalai iruntanan aka 
Aiyiru talaiyin arakkar kūmān 

Totipoli tatakkaiyiz kilppukut tammalai 
Etukkal cellatu ulappavan pola 

Urupuli uruvéyppap pūttu vēnkaiyai 
Karukkoņ tatanmutar kuttiya matayānai””.2 


III 


No particular form for this mūrti is presecribed in the Agamas 
or Silpa šāstras. In the sculptures of the age of Ārūrar we are 
fortunate to get the representation of this form. There is figure 5, 
in Plate CXXIII of Rea. Rea enumerates the figures found there 
as follows:—‘Siva, Parvati and three attendants, supported on a 
lotus by Brahma’. This is evidently wrong. Brahma is given 
only four hands by Ménasara and other works. Here, there are 
more hands than four; there must be more beneath the chest line 
up to which alone the figure appears. The posture is one of trying, 
to carry something—suggesting Ravana under the mountain. Only 
three faces are visible but others must be beyond the angle of 
vision. In other figures which are admittedly of Ravana, we see 
only three clear faces Parvati is sitting by the side of Siva resting 
her hand firmly on Siva’s thigh. Siva is pressing down his right 
arm, whilst he is catching something up in support. The left leg 
is bent vertically whilst the right leg is hanging and is pressing 
down. 


From the TripurantakeSvara temple in Cofijivaram comes 
another representation.’ Five faces of Ravana are within the angle 
of vision. Ravana is knecling down and trying to uproot the moun- 
tain with his hands and with all his strength, as is revealed by the 
twists of his body and heads. Siva and Parvati are seated up 
above. Rāvaņa's efforts seem to have titled them to the left, for 
he is moving the mountain up and to their left. They are press- 
ing down on their left. Parvati’s body seems to lean towards 
Siva. Ten arms on the right and eight armson the left are within 


the angle of vision. 
2. Kalittokai, 38. 


3. Plate CIX, Fig. 2 of Rea. 
T. 38 
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Plate CV, Fig. 1, represents Ravana uprooting the mountain. 
Ravana’s three faces alone are visible.ša The effort of Ravana is 
very well brought out. He is kneeling down; a rotary effort is 
attempted. The heads are being crushed and are falling down. 
Rocks are giving way and one is falling down on one of his left 
hands. This is from the Muktéévara temple of Coūjīvaram. 


Plate LXXIV, Fig. 4 of Rea is from Matangéévara temple, 
Conjivaram. Ravana is found kneeling down. Five faces are 
visible; six hands on the left and eight on the right are there. We 
see his back. Parvati shows some loss of equilibrium. Siva’s 
elongoted right leg is hurriedly pressing down. All these sculp- 


tures bear a family likeness as belonging to one particular school 
of artists. 


IV 

Ārūrar's descriptions may be studied in the light of these 
explanations. Ravana was a Raksasa—‘‘Arakkan’’.4 He was adaman- 
tine—'' Val arakkan””.5 He was mighty and strong—‘‘Vali cēr arak- 
kan””.6 He was a hero and a warrior—* Marakkol arakkan’’.” But all 
his capacities and strength were used for evil; it was a crime, not 
strength—‘“‘Kurrattiral”.® **Marakkoļ arakkam" mentioned above 
may also mean a sinful and deadly Rāksasa. He was like the 
black mountain—''Karuvarai pol arakkan;® but all the same he 
has a splendour or beauty of his own—“‘ Técutaiya’’ 19 


He was Ravana—‘‘/ravanan”. He was the lord or king of 
Lanka—**Ilaņkayar kon”; *Ilankaikkiraivan 3? **Tlakai vēntan”.13 
Lanka was of the great ocean throwing up the breakers. It was 
surrounded on all sides by the ocean which by its very motion 
(of its currents or waves) is circum-ambulating the island— Kati 
cul katal ilankai”.'d Yt was in the Southern seas full of waves— 
* Tiraiyinār katal cūlnta Tenmilankai"5 It is the city full of 

3a. Plate CX XIII, ibid. 
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very long trunk roads for strong chariots — perhaps opening out 
into all the parts of his universe — *'Tintēr, netu viti" 16 


This happened once upon a time — “‘Pantu’?.17 Ravana came 
in the chariot.5 He was in his glories or with the sword — 
“Vanta val arakkan".9 He was in the prime of his youth like a 
bull — **Kalai".? He cared for none; he never thought of God 
— “Karutata Arakkan””.”2 He was coming in a chariot, a strongly 
built and fast moving chariot — *'Katuttavan tër koņtēti”.22 When 
his chariot was running, the mountain lay across preventing his 
free fight — **Mudarika varai”, It was the beautiful and resplen- 
dent Kailas — **Eļil tikal Kailai”’;?4 the good Kailas — “Kayilaya 
nan malai”. He was too full of the pride of Sovereignty — 
“Mikkirat ēyavan”* to notice at first this mountain. His intellect 
worked the wrong way — ‘‘Tunmati’’.2? He thought he had the 
required proud strength — *' Mitukkuntu enru'?? and rushed to 
uproot the mountain — *'Otiyēr verpetuttūn*” 29 He wanted to 
pluck it out as it were — “Parri varaiyai etutta arakkan””.39 He was 
in the act of raising it, but the poet states he had raised it. It 
refers to the attempt and not the achievement. The poet dra- 
matically thus brings out the effort which to the onlookers 
appears to be almost successful. 


V 


This gave a shaking to the mountain. The daughter of 
Himavān, was frightened — **Imaván makal aūca” 32 Arürar deve- 
lops an idea which Appar has imagined in his poetry.9* 
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The Lady of the pure words and the broad pelvis draped in 
rich cotton was in a sulky mood, full of bouderie. Siva could not 
appease her. Ravana came at the most opportune moment, as 
though he had been told to come — ‘‘Corpatay vantu".3* His 
shaking of the mountain made her suddenly embrace Siva, for- 
getting all her bouderie. 


VI 


The Lord smiled a little. He pressed his foot. He touched 
the mountain below with his foot; only with one toe on the 
mountain.” Ravana was caught under the mountain and crush- 
ed. ' Mountains of his shoulders were crushed, by the mountain 
or by the dint of the line made by the tip of God's toe—*' Varai” .39 
There are two places in these hymns where the swift movement 


and the sense are suggested by the sound of the words. 


“Parti varaiyai etutta arakkan 
Iīīu muriyo viralāl atarttan’?’ 4° 

** Marakkol arakkan varaitēļ varaiyāl 
Irakkol virarkom irukkam itam” 41 


Thus was Ravaana attacked. His stength was also crushed.4? 
His power was destroyed — *Ārral alittu?.53 He was thrown out 
and he fell down with his body mangled — *Pēy vilutu citaiya^ A4 


Ravana's discomfiture is described in greater detail. The ten 
heads were crushed.*? The poet counts the heads leisurely as five 
plus five, perhaps following Kapilar, mentioned above. In the 


sculptures, we see five faces represented on one side and five 


suggested on the other side or back side. Alas! what a fate for 
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the crowned heads!" He began to shriek with the twice five 
months of the ten crowned faces. He screamed under the 
Mount Kailās. He moaned at being crushed.9? 


The poet indulges in counting the heads and hands. It is 
only ina few places he says that the heads and hands were crush- 
ed without mentioning their numbers.®! The shoulders were very 
big — '*Peruntolkal;? he most often gives their number. The 
twenty round shoulders, God crushed. Sometimes he empha- 
sizes the large number of shoulders asreferring to them as *many 
shoulders’ perhaps suggesting they are innumerable.4 He speaks 
of the five times four arms.5 He counts both the ten heads and 
the twenty arms.56 


Ārūrar in describing Siva's attack on Rāvaņa uses the verbs 
*iruttu (smashed),*” 'afarit! (crushed — oppressed),** *nerittw 
(squeezed),9? *irru” (broke the bones), *citaittu” (mangled),* 
‘alittu (destroyed),** *tolaittu” (removed) and *cerru” (subdued 
and overcame).9* 


The poet states that the Lord of the shoulders and ten crowns 
was made to evolve through the three stages of a ‘Péy’,® or ghost 
or demon. Perhaps the three stages are: growing big, growing 
small and disappearing in almost death; or, it may mean losing 
the heads, losing the arms and shrieking. Or, the three stages of 
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demonhood may refer to the ‘Péy’, Paritam’ and ‘Pitam’ which 
are explained later. 


The heads and hands fell broken — *Irru vīļā”.* The sculp- 
ture above described illustrates this. The hands were broken; 
the brain matter had come out of all his crowned heads; that was 
how the Lord crushed him down with one toe. In the course 
of these descriptions, the poet is himself overpowered by the 
horror and exclaims: ‘He is pitiless — He who broke up the five 


and five heads and twenty shoulders of the Rāksasa whom He 
completely crushed’.® 


VII 


If the poet is horrified at this first step, he is inspired by the 
next step. It is said that Rāvaņa made a harp or ‘vina’ of 
his hands with the head as the sound box. The representation 
of Ravanésvara Vahana of modern times clearly expresses this idea. 
In Plate CV of Rea, one of the heads fallen on Rāvaņa”s thigh 
may represent the sound box; the upper part of the 'ziga' the 
hand, isnot there. The poet, however, refers to the Ravana sings 
the Vēdic songs to the tune of the strings of his hands — **Kai 
narampal vēda gītaņkal patalura’’.”” He sang divine music —- ** Tippiya 
kītanka?”.2 The Lord heard the sweet music of these songs of 
great ideal or significance — **Kuriko] patalin innicai kettu”.7 All 


this was the work of God — “‘Patuttavan’’.72 The sinner who had 


to die was given a fresh long lease of life — **Válum nā! kotuttay’’.™ 
It was fixed at many thousands of years. A chariot was given; a 
sword was also given by the Lord to Rāvaņa.”5” The chariot was 
the ‘Puspaka vimana’ which Ravana won from Kubēra; but the poet 
makes it a Siva's gift. "The Lord gave him not only the sword 
into his victorious right hand but also the tittle of Ravava 
— one who screamed — which had become famous.” 


'The 
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screaming is the repentance and the theory of Grace lays much 
store by this repentance. Therefore, this name becomes of great 
importance, God never looks down upon this but saves him and 
gives him a long life. He is indeed the munificent Lord. ‘Oh! 
Thou Lord of Uma! Thus you shower your sweet Grace' —*1ny- 
arul ceyta Umüpati"," exclaims the poet. The foot that crushed, 
worked this wonder. The Lord was there bestowing this final 
goal—‘‘Ketipéru ceytiruntāw”.8 The Lord blessed Ravana’® The 
Lord is no more the pitiless. He melted down into pity at 
Rāvaņa's song; that is the victory of the Lord, the victory His 
pity. The crushing down, in the eyes of Ārūrar, is no victory. 
‘The Lord is pitless’, the poet said, but understanding the final 
consummation, he hurries to add, ‘He is alone the beautiful’— 
* Avarē alakiyare. "9 


This story of the sinner repenting and singing hymns to God 
and becoming the unegualled, inspires our poet, a poet and a 
musician himself, singing hymns on God and he confesses this in 
his famous Tiruppunkir hymn.?? 
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PART III 
CHAPTER I 
TRIPURANTAKA MŪRTI 
I 


The story of the burning down of the three castles of the air 
has captivated the imagination of the Tamilians. The concep- 
tion of flying in the air has been dreamt of by generations of men, 
The Tamilians spoke of an ancient Cēla king of theirs, adorned 
with beautiful armlets of heroism, conguering the three castles 
hanging in the air and flying through it—f'TünkeyU erinta totittēl 
Cempiyan.” The epic Manimékhalai refers to the story of the more 
ancient Cēļa, burying down the castles at the instance of Agastya. 
Puranānūru, 33 refers to these hanging castles terrifying the ene- 
mies. Puram., 55 refers to the story of Siva as harassing the three 
castles with a single arrow and bow of the towering mountain fit- 
ted up with the bow-string of a serpent. Cilabbatikāram in its 
Valttukkatai gives the number of these castles as three. 
explains that these were hanging in the air. 


II 


Though the Samhitas of the Vēdas do not speak of the Cola, 
they are aware of these three castles, which, as explained in the 
commentary on the Vajasanéyi Samhita of the Krsna Yajur 
Véda,? the asuras built, as a result of their severe austerities to 
counteract the defeat the gods had inflicted on them but unfortu- 
nately, only to be destroyed by Agni. The Satapatha-Brahmana 
speaks of the asuras, the brothers of the gods through their com- 
mon father Prajapati, building the three castles for destroying 
which the jealous Indra, the leader of the Davas, prepared a thun- 
derbolt with Agni as shaft, Soma as iron, and Visnu as the point: 
This is still further amplified by the Taittiriya samhita, where the 
three castles are said to be in three different rising strata of iron, 
silver and gold and where it is further stated that Rudra was 
chosen to wield the thunderbolt of an arrow and that the destroyed 


Palamoli4 


1. V., 49. 
2. VI, 2: iii. 
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the castles and drove away the asuras. The purāņas still further 
elaborate the story by trying to explain the name Mahésvara. 


The Mahābhārata tells us, the three sons of Taraka, who was 
killed by Kürtikeya as mentioned in Kumirasambhava the three 
viz., Tarakāksa, Kamalāksa, and Vidyunmālī, were blessed by 
Brahma for their penances, with the power to occupy three castles 
which would be moving at their whims and fancies and becoming 
one, after a thousand years to be destructible thereafter only by 
one single arrow. Probably the asuras thought they could escape 
any error by their flight. Maya built the castles, one of gold in 
heaven, the other of silver in air and the third of iron on earth, 
Indra’s vajra had no effect on them. Brahma said that the single 


arrow which would destroy the castles could be wielded by Maha- 


déva only. Mahadéva obtained one half of their strength from all 
the gods, thereby becoming Mahēšvara and Mahādēva. Visnu 
became his arrow, Agni its barb, Yama its feather, Védas his bow, 
Šāvitri his bow-string and Brahma his charioteer. The castles were 


destroyed. 


In the Mahābhārata, it was Prajāpati, who advised the Dēvas 
to go to Mahéévara, explaining that the latter alone could destroy 
the Tripura, because, by Him the Universe is pervaded, Who 
through particular austerities knows the yoga and the samkhya of 
the ātman.3 Mahādēva is stronger than others by these austerities, 
this yoga and samkhya and in addition He has got half the strength 
of every déva, the power they get from sacrifice. This explains 
one stage in the development of Saivism and wherever the word 
Mahādēva or Perumān is mentioned, it may be taken as a refer- 
ence to this conception of God of gods. 


III 


This Tripurantaka, the destroyer of the three castles, His form 
became popular in the islands of the Eastern seas. A Sanskrit 
inscription of Champa speaks of Pranava being the bow of Siva, 
Savitri his bow-string, Visuu the arrow, Soma the feather, Agni its 
barb, Gods his chariot, Vēdas its horses and {da and Virifica its 


charioteers. 


3. Muir., IV, p. 224. 
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IV 


The Tamil Country which even now cherishes the memory of 
the story of “Taùkeyil erinta Totittēl Cempiyaw" has been speak- 
ing of Virattinams at least from the times of Tirumülar and Tēva- 
ram. The Tamilians have been believing that the eight great 
heroic acts of God Siva including that of the Tripura Dahanam were 
performed within the sacred precincts of Tamil land. This bur- 
ning of the castles took place, according to Tamilian tradition, at 
Tiruvatikai near the railway station Pannurutti.4 


Names of some villages nearly are explained in relation to 
this feat of Siva. We are told that because Vināyaka was not 
worshipped, the axle of the chariot broke down and the place is 
Accirupakkam now known as Accarapakkam. Pérani is the place 
where the army of Dēvās stood arranged. 


More particulars are given in the tradition as obtaining in the 
Tamil Country and as embodied in the local stalapuranas. The 
world becomes the chariot, the Védas the horses, the Mount Méru 
the bow and Ādišēsa the bow-string. It is this tradition that 
Sundarar has in mind in singing of the feats of Siva. As the 
chariot breaks down proving the impotence of the whole world 


and the Dēvas, Lord Siva laughs and the radiance of that smile 
reduces the castles to ashes. 


V 


The great epic Cilappatikaram enumerates the ancient eleven 


dances of Tamil land. Two of them relate to the burning of the 
castles—Kotukotti and Pantarankam: 


** Bárati yatiya Barathi arankattu-t 
Tiripuram eriya-t tēvar venta 
Erimuka-p pērampu ēval kētpa 
Umaiyaval orutiran aka onkiya 
Imaiyavan ātiya kotukotti ātalum 
Térmun ninza Ticaimukan kana-p 


Pürati atiya vtyanpāņ taraūkamum.”5 


The Dēvas were desirous that the three castles Sd be burnt- 
The big arrow with the marine fire at his point obeyed His 


4. Bāņa Raastra 
5. Cilap,, 6: 39-45. 
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command (and burnt them). The demons were burnt to ashes. 
It was now a heap of ashes — the very burning ghat where the 
Bhairavi or Kali went to dance. On the stage of Bhairavi, with 
Umā sharing one part and keeping time with her hands, the God 
of gods in the joy of victory clapped His hands and danced the 
terrible clapping dance. In that chariot, a form assumed by the 
Dēvas, were yoked, the four swift galloping horses of Vēdas and 
there sat Brahma covering his back and tying up the long cloth 
into a turban and holding the whip. Lord Siva danced in the 
form of Bhairavi or Sarasvati, besmearing Himself with ashes. This 
is the explanation that the commentator Atiyarkkunallar gives. 
We have discussed this explanation in the place referring to the 
Kapāla dance in another article. In another place in Cilappati- 
kāram, Cakkaiyan (dancer) dances *Kofticcétam" — the dance of 
Kotukotti” above mentioned, before the Céra king Cenkuttuvan on 
his victorious return from his northern tour. 


Tirunilai-c cévati cilampuvay pulampavum 
Paritaru cēnkaiyir patuparai arppavum 
Cenkan āyiram tirukkuzippu arulavum 
Ceficatai cenru ticaimukam alampavum 
Pātakam pataiyātu cūtakam tulankatu 
Mēkalai oliyatu menmulai acaiyātu 
Vārkuļai ātātu manikkulal avilatu 
Umaiyaval orutira naka ēnkiya 
Imaiyavan ātiya Kotti-c cētam”.* 

“In His feet where wealth takes fora root, the anklets began 
to resound; the thousand ruddy eyes expressed the feeling of His 
heart; His fiery matted hair stretched far and wide, brushed the 
eight faces of the compass. But there was no anxious haste in 
Her (Uma’s) anklet, no fear and motion in Her armlet, no sound 
in Her girdle, no movement in Her soft bosom, no swing in the 
long pendents of Her ears, no unloosening in Her dark tresses of 
hair. Thus the out-stretched God of gods danced a *Aotukotti” 
dance with the (calm)... Uma on one side. This *Kotukotti” 
dance (Kotti-c cētam), the Cākkaiyan dancer or Paraiyūr perform- 
ed whilst the king was looking at it from his balcony”. 


6. Gilap., 28: 67-75. 
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VI 


Kalittokai, one of the Cankam anthologies, mentions this Siva’s 
feat of burning the castles both in its invocatory verse and in the 
first verse. The first verse has not much to say. *The desert", 
it says, “which the hero has to cross, is burning and hot because 
of the spreading forest fire of bamboos, spreading all around, like 
the fire spreading all round the three castles at which Siva sent 
His arrow”: 


*«Totankarkaņ tónriya mutiyavat mutalāka 
Ātaūkātār mitalcāya amararvantu irattalin 
Mataūkalpēl cinati māyamcey avuņarai-k 
Katantatu munpotu mukkaņām mūveyilum 

U tan rakkāl mukamépol onkatir terutalin 
Cirarun kanicciyon cinavalin avveyil 

Ēruper rutirvanapēl varaipilan tuyankunar’’.” 


The invocatory verse is much more important; it describes 
the dance mentioned above: 


«You have recited many rare Mantras to the saints, great in 
six lores. You have hidden the clear water within your matted 
hair and you have burnt the wandering castles. Around you stand 
your terrible servants who never know any defeat. You pass 
beyond words and thoughts. You of the sapphire throat and the 
eight arms! Pray, listen to me now! That resounding drum in 
your hand makes many a musical instrument to resonate. The 
numerous visible forms, you make them all disappear and involve 
in yourself and you dance the dance of cruel clapping. Will She 
of the wide hip, of the raised sides and creeper-like waist (Parvati) 
give the closing phase of the ‘tala’ correctly? You have won many 
offensive wars. In the joy of that strength, you besmear yourself 
beautifully with the ashes and you dance the white dance of 
Pantarankam. Will that lady of the tresses where hum the bees 
and of tender shoulders soft like the pillow and beautifully form- 
ed like the bamboo, give you that growing medial duration of the 
tala? — So exclaims one, at the thought of your dance. The lady 
of the jewels of exquisite art keeps the three phases of the tala for 
your dance of destruction. Out of love for us, the wretched things 


7, Kali., First Verse. 
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without love, you have taken a form for saving us — you the 
dancer of these dances of destruction.” 


. *Arari antaņarkku arumarai palapakarntu 
Tērunīr cataikkarantu tiripuram timatuttu-k 
Kūrāmal kurittatanmēl cellum katunkah 
Mārāppēr manimitarru eņkaiyāy kēļini; 
Patuparai palaviyampa-p palluruvam peyarttunī 
Kotukotti ātunkāl kētuyar akalalkul 
Kotipurai nucuppināļ kontactr taruvāļā ! 
Mantamar palakatantu matukaiyāl niraninitu 
Pāņtaraūkam atunkar paņaiyelil aņaimenrēl 
Vaņtaraītum kūntalāļ vaņtūkku-t taruvāļo ! 
(Kolaiyuluvai-t tūlacati-k koņrait-tār cuvalpurala-t 
Talaiyankai-k kontuni kāpālam atunkal 
Mulaiyaninta muruvalāļ murpini taruvālo!) 
Enavānku, 

Pāņiyum tūkkum cīrum enrivat 
Māņiļai arivai kappa 
Anamil poruļemak kamarntanat ati? 


Naccinarkkiniyar quotes the following verses in explanation 
of the dance mentioned here: 


“Kotti yātal torzam ottiya 
Umaiyaval orupā lāka orupāl 
Imaiyā nāttat tiraiva nāki 
Amaiyā vutkum viyappum viļaivum 
Polivum ... porunta nokkiya 
Tokka avunar innuyir ilappa 
Akkalam poliya ātinan enpa 
Marratan, 

Viruttam kāttar porulotu küti-p 
Porutta varūum poruntiya pātal 
Tiruttaku marapin teyvat tutippē”. 


“The Kottiyātal appears thus: Umi is on one side: The Lord 
of the never opened eye is on another side. It appears as though 
that His looks express frightfulness, wonder, love and beauty. 
The Titans lose their sweet lives and that field becomes beautiful 


8. Kali., Invocatory verse. 
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whilst Lord dances there. The song appropriate for this dance is 
in praise of God, bringing out the import of protection”, 


*Ēramar katavuļ mūveyil eivuli-k 
Kūrukūrāka-k kotiyotum pataiyotum 
Vēruvē ruruvim vinmicai-p parantanar 
Avvali oliyotum uruvotum tēņTi-t 
Térmun ninru ticaitalai pamppa-c 
Cuvaiyum kurippum olivila toónti 
Avaiyavai avvali ātinan ata 
Maintarum makaļirum tantanilai aliya 
Meyppatu cuvaiyotu kaipyatat malappa-k 
Katiya kāla-k karrena ērravan 
Patinilai tiriyā-p pantaran kammē”. 


«The Lord seated on the bull aims his arrow at the three 
castles. At that time, with flags and weapons, they spread out, 
above the skies, in various forms, in many groups. At that time, 
the Lord appears in a frightful form of brightness. He stands on 
the front part ofthe chariot. Interminable sentiments and ideas 
are inspired then and there, whilst He dances. At the sight of 
this dance, the men and women cease to be themselves. They 
are moved by the sentiments expressed by the dance and forget 
their weapons. He dances like the whirlwind of the day of des- 


truction. He remains unmoved, this Lord of the Bull, when He 
dances this white dance of Pantarankam!”’ 


It will appear therefore, according to Naccinarkkiniyar, that 
‘Kotukotti’ is the dance of final destrution whilst Péntarankam is 
the Tripura dance. This interpretation must be in accordance 
with the tradition prevailing in Naccinarkkiniyar’s time but there 
is a much more ancient tradition preserved in Cilappatikaram as 
already pointed out, where Kotukojti was looked upon as the first 
part of Tirpura dance, a dance performed on the chariot before 
the castles were destroyed whilst Péntarankam is the final part of 
Tripura dance, the dance on the ashes of castles and Titans. 


VII 


In view of the variety of forms ot the image which the story 
must have produced, the Artšumadbhēda Agama prescribes, rather 
describes, eight forms. In the first form, the left of Siva is 
bent a little backwards, whilst the right is moving slightly for- 
ward. One right hand is in sivthakarana pose at about the height 
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of the navel holding the bow-string in which the arrow isset. The 
bow is held in the left hand, with three bends or with crescent 
form. Another right hand grasps the janka; the left holds the 
deer; other hands are held in kartari-hasta pose. Siva has jata- 
makuta. On the left is the Dévi. The bow tapers at the ends and 
the arrow is as thick as Siva’s little finger. Uttara kamika Agama 
mentions that there will be makara kundala on the right ear and 
that Siva may have four or two hands and that Siva should be in 
samabhanga pose. 


In the second form Siva’s left foot is kept on the Apasmara. 
In the third, Siva, with his left leg straight, stands, whilst the right 
leg is slightly bent. In the fourth variety perhaps the right foot 
is placed on the Apasmara. In the fifth variety the palm of the 
front left hand faces up and that of the right hand remains turned 
downwards, grasping the point and tail of the arrow respectively. 
The back right and left hands hold tarika and deer or bow respec- 
tively. The legs remain a little bent with no dpasmāra. 


In the sixth, as opposed to the four armsof the five varieties, 
there are eight arms holding the arrow, parašu, khadga, vajra on 
the right, and vismaya and kataka poses, the bow and the shield 
on the left hands. Siva is graceful and beautiful in His atibhanga 
pose with Devi to His left. 


In the seventh, His arms are ten, carrying bana, cakra, Sula, 
lanka, vajra in the right hands, dhanus, $ankha, khētaka, vismaya 
pose and sūci pose in the left hands. 


In the eigth form, Siva is driving in a chariot with the right 
leg slightly raised resting on a part of the chariot and the left leg 
being planted in its middle. There is a mukula, the kotinci of 
Tamil literature, the prop in the form of lotus bud. It is tied up 
with a rope. Brahma, the driver, is seated in the middle of the 
lotus with a bamboo stick in the one right hand and a kamandalu 
in the other, whilst padma pasa and kuņdikā are held in His left 
hands. Below the mukula, the white bull is standing, which is no 
other than Visnu getting down from the arrow to restore equili- 
brium to the chariot now giving way under the feet of Siva. The 
chariot is shown as sailing in the air. 


The plate XXXIII (6) of Rea, gives a representation of this. 
It is the left leg that is kept in front. Siva has the right leg bent 
forwards. The left arms are kept in vismaya and kataka poses. The 
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right hands hold a torch, a sūcī pose and possibly a parasu. The 
driver is Brahma. There are two horses visible, There is a sit. 
ting bull on a resting pole. This does not tally with any one of 
the eight forms, if the details are taken as authoritative, though 
it is clear it corresponds roughly to the eighth variety. 


Probably plate LV (1) of Rea also represents the Tripura fight 
with the three asuras on the lower panel and Parvati by His side. 
The bow is visible. There is an imperial umbrella. Parvati is 
there on the left. This may be compared with the Tripurantaka 
form of Cidambaram given as Fig. 90, in South Indian Gods and 
Goddesses, where also the asuras are represented in the lower 
panel, from which alone we conclude, it is Tripurantaka form 
though in addition, the arrow shows fire at its tip. 


Plate No. LIII of Rea is described thus: **The shirine at the 
North-west corner of the vimana, has, in the back interior panel, 
an eight-armed Siva, seated on a chariot, drawn by two horses; 
the heads of the horses and front of the vehicle are shown towards 
the front, with a wheel on each side".? This evidently represents 
that part of the story, where, when the whole mechanism of the 
Dēvas broke down, Siva laughed and the castles were reduced to 
ashes. In the face of the Siva image, the smile is very expres- 
sive. The upper row of teeth is visible. He is holding the post 
of the chariot with His back right arm, There is something like 
a cinmudra in his front left hand sūci and vismaya poses in the 
right hands whilst one arm is hanging down. He is sitting with 
the front right leg bent up vertically, whilst the left is bent hori- 
zontally. Tripurēntaka has become so popular that a temple was 
built in Gofijivaram in the Rajasimha style and pictures of this 
temple are found in Rea’s work. 


VIII 


The Tripura dance has thus become famous and popular from 
the Cankam age—from the age of Kalittokai to the age of Cilap- 
patikāram. The Agamas describe Tripura Tandava: “The dance 
of Siva with sixteen arms and as many symbols having Gauri and 
Skanda on the left and right sides respectively, receives the name 


Tripura Tāņdava”."2 Ina note it is added: “The Silparatna says 


9. p. 41. 
10. Plate XX and Plates OIX to: CXIV. 
10a. South Indian Gods and Goddesses, p, 84. 
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that Skanda stands, on the same side as Gaurī, holding her by 
the hand and shows fear, love and wonder in his face” — senti- 
ments which are mentioned in the verse quoted by Naccinarkkini- 
yar, though the commentator does not refer to Skanda. A more 
detailed description is given following the Agama by Gopinatha 
Rao. He calls it the sixth variety which is however connected 
with the fifth. In the fifth form of the dance, the right leg is to 
be lifted straight up to the crown of the head and the left leg, 
somewhat bent, rests upon the Apasmāra purusa. Siva in this as- 
pect has eight arms; in three out of the four right hands are to 
be seen the sala pasa and damaru, while the last one should be kept 
in the abhaya pose; one of the left hands is to be held cross-wise, 
from left to right in the gajahasta pose and the three other hands 
are to carry the kapdla, the vessel of fire and a bell. This is 
Kalika Tandava to a certain extent, according to Krishna Sastri.lt 
If the lifted leg is to be seen, we must go to the ‘Laldtatilaka’ 
mode of dance of Siva represented in the Kailasanatha temple. 
Passing on to the next variety, what corresponds to the Tripura 
dance, Gopinatha Rao writes, “In the sixth variety of dance, the 
legs of the figure of Siva should be as in the case of the fith 
variety described above; but Siva is to be represented here as 
having sixteen arms; one of the right hands is required to be held 
in the abhaya pose and the remaining right ones to carry the 
damaru, vajra, Sula, pasa, tanka, danda (danda-hasta?) and a snake; 
or, abhaya, Sila, pasa, khadga, damaru, dhavaja (or pataka-hasta?), 
vētāļa and the süci pose. One of the left arms should be held in 
the gaja-hasta pose, being held across the body from left to right, 
while the remaining ones carrying either Agni, mithuna,? valaya 
(guoit), banner (patāka hasta), ghanta, khétaka and kapāla; or agni, 
gajahasta, khētaka, the vismaya pose, ghanta, kapālā” khadga and the 
sūcī pose. To the left of the dancing Siva, should be standing, 
His consort, carrying in her left arm Skanda and keeping her 
hands in the a£jali pose while the child Skanda should, out of 
fear at the sight of the ecstatic dance of his father, be catching 
hold of the breast and abdomen of his mother, the Dévi. On the 
face of the Dēvī the emotions of fear and wonder and yet a 
friendly feeling should be brought out by skilful artist". Gopi- 
natha Rao refers to an image from Tenkasi as illustrating the 


11. See his figure 53 from Nallūr and Plate LXVII in the Hindu Icono- 


raphy. 1 - 
d 19. A double-headed instrument like the vajra? 


T. 40 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


314 NAMPI ĀRŪRAR AND MYTHOLOGY 


mode. In view of the variety of ways in which the poses of the 
hands and the weapons are arranged, emphasis should not be laid 
on this arrangement. Kalittokai clearly mentions only eight arms; 
that must be an earlier tradition. The Catura dance of Nallür 
which gives the nearest approach to thc Kalika dance does not 
give the '/alàtatilaka pose or raising up the leg. Under these 
circumstances, one may have to look out for some other distin- 
guishing mark In these dances the person or persons accom- 
panying the dance seem to be very important. In the Tripura 
Tāņģava, both Gauri and Skanda are to be represented either 


standing on the left and right respectively or both standing on 
the left. 


IX 


If we search for.such a representation of a dance of Siva in 
the sculptures of the Tēvāram age, the only store house of such 
images as these, is the great Kailasanàtha. Temple; for the other 
old temples which might have contained the representation of 
divine forms, in stucco, having been constructed of wood or brick 
should have decayed and disappeared to be replaced by the stone 
temples built in their places by the Cēļas and other subsequent 
rulers of this country. That is the reason for our referring to the 
Kailasanatha temple of Cofijivaram in almost all cases. 


Our search is successful this time. Plate XLIX represents a. 
window in the East end of the Ardhamandapam of this temple. 
Here is Siva dancing in the kufcita pose. What is important is 
that Gauri is on the left and Skanda is on the right turning away 
in fright as required in the descriptions. On the panel 19 from 
the East end of the west side of the court is another representa- 
tion given as fig. 2, in plate XL. This has ten arms, the right 
hands holding a serpent, a drum, a valaya, sūcyasta pose with the 
palm turned upwards and a gajahasta pose; of the left hands one 
is stretched straight up to the crown; the order is holding some- 
thing which is not there; the third is holding the parasu; the fourth 


palm is held up open and the fifth is in the khatakamukha pose 
with the palm turned upwards. There is a garland, armlets, 
wristlets and anklets. This representation is found in the four 


cells forming part of garbagraha, two on the northern wall and 
two on the southern wall and two more On the same walls in the 


13. Plate LX. 
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same line with the mūlavigraha on either side, all of them facing 
East. 


Plate LI gives the one in the panel first to right of the back 
central shrine. Gopinatha Rao in writing about this says, “This 
is of a kind of dance, which it is not easy to identify with any one 
of the hundred and eight standard modes of dance enumerated 
in the Wātyašāstra. In this sculpture Siva is seen assuming in the 
middle of his dance, a posture similar to the à/idhásana.4 


Dr. Minakshi identifies this with the kuñcita mode of dance 
described in the Nāftyasāstra.!5 She explains:!* “In adopting this 
mode — the right leg and the right arm should be bent and the 
lett leg and left arm should be raised aloft’? (perhaps this is the 
meaning to be given to the raising of the leg on the Tripura 
dance as well). She continues to describe its popularity in the 
age of Rajasimha and his son Mahéndra by referring to the sculp- 
tures already noticed by us: One of the many sculptures depict- 
ing this pose is found behind the garbagrha of Rajasimhésvarva grham. 
This is in perfect agreement with the description of kuñcitā pose 
just observed. 


“Tn thisillustration, Siva has eight hands. In the uppermost 
right hand He holds the tail of a snake, in the next the damaru. 
The third hand is bent and the palm is characterised by an abhaya 
hasta which is not quite casy to identify: The last is held in the 
aficita pose. The uppermost left hand carries a burning faggot, 

' the second is in the patākakasta, the third in tripatáka pose and the 
last is lifted up straight, the palm touching the top of the jatā- 
makuta. The tri$&la and the parasu are depicted separately as dis- 
tinguishing emblems. The entire sculpture is set up on a padma- 
pitha, Below Siva, three gazas are seen dancing glecfuly. In the 
niche to the left of Siva, Parvati is gracefully seated. Below, the 
second niche is the couchant bull. On the right of Siva, there is 
a dancing figure, while below it, there are two gaņas playing on 
the lute and the flute." This agrees with the reading of the sculp- 
ture by Gopinatha Raoas above given. We have connected this 
with Tripura dahanam. The number three of the figures in the 
lower panel, LI-Rea, said to be ganas is important. May we not 


14. p. 269. 

15. Ch. IV, Verse 113: Tandava Zaksaņa, by Dr. B. V. Narayanaswamy 
Naidu, p. 34, p. 130 and p. 98. 

16. Administration and Social Life under the Pallavas, p. 285. 
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identify them with the three asuras of the Tripura? The verse quoted 
by Naccinarkkiniyar as describing this dance states that the Lord 
dances so quickly taking different poses signifying different rasas 
of the dance, forgetting the war and their weapons and resonating 
as it were, with the dance of the Lord. No wonder God when He 
came to bless them made two of them dodrapdlas, always attending 
His dance and His music, whilst the third became one of the inner 
conclaves of the dance party, a drummer. On the left is Gauri 
and on the right, one wonders whether the dancing figure is 
Subrahmanya turning away his face from the Lord’s dance. 


Mahēndravarmēšvaragrham contains a magnificent sculpture of 
this on the southern wall of its antarāļa. 


Here is a misrepresenta- 
tion of this by Rea. 


“In the interior of the porch on the right 
side is a row of the hamsas or the sacred geese; over these, is a 
large kneeling figure with eight hands; the symbols on the right 
side are a chaurie, noose and others broken and covered with 
plaster; in two of the left hands are two balls probably represen- 
üng lime fruits". Dr. Mīnaksi describes it correctly. All the 
features characterising this particular mode (kuñcita) have been 
brought out with marked precision. Additional factors which 
contribute towards rendering the sculpture more attractive and 
graceful are ornaments and flowing loin cloth which have been 


worked out neatly. There isa garland, armlets and wristlets, 


cilampu round the ankles and other ornaments. The hands are 


held in proper poses, one holding the pasa, another the faggot . 


(torch, which Rea has taken for a chaurie) and a third the tail of 


a three headed serpent. Siva is depicted in the act of catching 


two balls which have been thrown up. In a note, she suggests, 


these may be ‘ammanais’ and adds, “It isa popular display of skill 
by dancers to throw up plates, dishes, pots, ammānais and then 
catch them after accomplishing subsidiary tests". We have notic- 
ed a valaya.? ‘He seems to have first thrown up the balls and 
then assumed the necessary pose. One of his hands is held in the 
pataka pose preparatory to catching the falling ball between the 
thumb and the fore-finger held close to the other fingers. The 


other ball is meant to be caught by his palm which is held in the 
requisite pose”. 


17. p. 27. 
18. Fig. 2 of Plate XL of Rea, probably intended to be thrown up and 
caught. 
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The description suggests that it is one of the many states of 
the dance, at least to the extent of catching the balls. Gopi- 
natha Rao speaks of Siva suddenly assuming in the middle of a 
dance this posture. The verse quoted by Naccinarkkiniyar makes 
this quite clear; it is a dance of varying modes and postures inspir- 
ing varying rasas in the minds of the enemies including the wives 
and children of the asuras. Sundarar also refers to the wives and 
sons of these asuras in his poem.!® To captivate the minds of 
them He danced—if so the valaya or ammānai or the balls or 
kalanku thrown up and caught may be easily understood. 


x 


There are 74 references to this story in the poems of Ārūrars 
The demons became great by blessings from Brahma and the poet 
refers to them as — “‘Varankal perrulal válarakkar".?? They were 
three in number.? Their castles are described in varied terms. 
In almost all the places, their number is given as three: that seems 
to be an important description. They go together as helping each 
other—'*Tunai cey mummatil” ? They form a fortress— " Aram? 
with fortified walls, “Matil”, all built of stone, **Cilatyār matil”,25 
the strong fortification rises very high, ‘‘Uyarum vallaranam’’.® 
They are full of deceit, “Vañca matil’’;2” they are the very embodi- 
ment of deceit, ^ Eyilár pakkam”;2% they are perfect and complete, 
* Murral ar Tiripuram";? they are in the sky, “Yana matil”, 
hanging in the mid air, *Antarattu eyil^?» they wonder and come 
“Tirivana mummatil”;*! they are flying castles ““Mitotum tiripu- 
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ram” ,? they are shining and resplendent, *'Poļi””,23 clean and pure 
** Valiya" 54 colourful, “Er ār”'*5 and beautiful, ‘Sundara?? 36 : 


XI 


Arurar's short and pithy descriptions of the demons are very 
suggestive. They do not think of god, *tEynār"”;37 or ponder over 
** Karutalar".38 They are wicked libertines, ‘‘Tarttar’’.39 They are 
**Vaiicar",'? the most deceitful, full of strategy revelling in War, 
**Porar",*: splitting themselves away from the good, from the 
Dēvas or Šiva, *Vintavar"*? and destroying and creating havoc, 
**Cerravar'',55 who will never come near the good people, associate 


or be in communion with them, *'Kurukār”,t4 * Kurukātavar” %5 


** Maruvār” 48 **Viravar ," ** Mēvalar”.8$ It is true these terms will 
mean merely enemies but in the poctry of our saint, onc must give 


these words their full significance. In their arrogance, the titans 
slight and speak ill of all others, *Kaluntakaiyor" 99 They are so 
overbearing that they submit to none, *'Atankalār'.5? They never 
consider that they should embrace God's feet at the opportune 
moment, worship Him and become great, **Pulliyitam tolutuytum 
ennatavar".9 They are violent and obstinate, ** Mürkkar",? who 
will never get reformed, **Tiruntāta val avumar",? They were 
revelling in their hatred and enmity, **Tilaikkum tevvar’’.®4 Being 
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slaves of passion, they have no fore-thought, “Mun ninaiyār”” 55 


The basis of all this evil is that they do not know the truth, 
*Unņarār" 56 


XII 


These demons, united together, are flying in their castles, des- 
troying people and Devas, “Cerru mitotum tiruburam””,57 ** Tirivana 
mummat1V”,58 **Tiriyum muppuram",9 *Tiriyum puram".9" Life 
becomes impossible for the Dēvas in this Universe and Visņu and 
Brahma, their leaders, with all their followers go and beg Šiva 
to remove their danger, “Nirpānum kamalattil irubpānum mutalā 
Niraintu amarar Kugaintirappa".9 The Dēvas come to do all the 
menial service, “‘Kurréval ceyya".9? Šiva takes this to heart, 
** Kuraintirappa ninaintaruli" 8 and thinks of removing the suffer- 
ings of the Dēvas, ‘‘Imaiyorkal itar katiyum karuttar".9^ All the 
Dēvas, take part in the war that follows, by becoming the bow 
and the charioteer etc., and this probably is what the poet means 
when he says, “‘Kurréval ceyya" .95 


The great Mēru becomes the bow, the great serpent '*Vacuki" 
becomes the bow-string, and the fire bocomes the “Ampu”— 
arrow.” In another hymn,® he adds “Agni” becomes “Kanai”, 
Visnu becomes the “Pakali”. n another poem, he makes use of 
the chiasmus figure and sings, “Mal varai ari ampak korravil'9? 
thus making Visnu the “Ampu”, and mountain the bow. In 

$X) 


another hymn,” “Kanai” is “Agni”, the serpent isthe bowstring 
and the stone (mountain), the bow. 
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“Kanai”? is the arrow-head” and *'Pakal]?" is the foot of am 
arrow.?? 


The Vēdas become the horses,” *'Véda-p puravi-t tēr” Maha- 
visnu, as already been referred to, becomes the bull to re. 
establish the equilibrium of the chariot.” 


Arürar also makes mention of this bull in connection with 
the burning of the castles. In 7:61: 3and 7:71: 7, he makes it 
clear that this bull is the ruddy eyed Mahavisnu. The last 
reference combines this feat along with the presence of Pārvatī. 
It has already been noted that in Siva's dance at the time of 
‘Tripura Dahanam’, Parvati also takes part as one keeping the 
time for the dance. Hymn No. 74, verse 10 makes this clear. 


XIII 


After all this elaborate preparation, the actual destruction is 
effected in the twinkling of an eye. The Tamilians, from the time 
of Tolkappiyar,"? have been denoting an instant of time as a snap 
of the fingers or as the twinkling of an eye. Arürar makes use of 
both the ideas, “Noti”? and “Imai”! in describing the instantane- 
ous destruction of the three castels. All the three castles are burnt 
together before this final destruction comes. 


'The poet describes graphically the various stages of the war 
through his suggestive words. The three castles came opposing 
him, “Varu muppurankal? Then they acted in unison, helping 
each other, "Turai cet mummatil".9 It looks as though defeat 
was imminent and the poet describes God making them run away 
or fly away.*! The castles came down with a crash, "Iti pata’. 
They were burnt; they were made a feast to fire; and the great 


71. Cintamani, 90. 
72. Pinkalantai. 


73. 7: 88: 5. 

Wes UR THR Ue 

15. 7: 42: 6: 

76. Tol.. 7. 

77. 7: 4:9; 7: 44: 1. 
78. 7: 9: 4. ; 
7), 78 SB ls 

80. 7: 75: 5. 

81. 7: 42: 6. 

82. 7: 9: 4. 

83 7: 99: 8. 


https://archive.org/details/muthulakshmiacademy 


| J 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


TRIPURANTAKA MŪRTI 321 


fire made great feast of the three castles, ** Eriyunna?*8* The castles, 
the demons, their wives and children were burnt. Finally they 
were reduced to mere ashes, ‘‘Poti’’.8° It is on this heap of white 
ashes Siva danced and it is because of this His dance came to be 
known as ‘White dance’ or ‘Pantarankam’’. 


It has already been noted that the boon the demons received 
was that their castles should be aimed at only once by one single 
arrow and the poet in his hymn 38, verse 9 refers to this fulfilment 
of the boon by emphasising the point that only one arrow was 
released. 


There are two vesions of this destruction: one, that it was 
brought about by the arrow sent by Siva; the other, that all the 
mechanisms of the Dēvās failing at the last moment, Siva smiled 
at their incompetence and the very ray of the radiant smile burnt 
the castles to ashes. It would appear as though our poet in almost 
all the places is referring to the first version. But they may be 
all taken as auxiliary to the final destruction by Siva’s smile, 
which our poet describes in two important places. He does it in 
the opening hymn itself immediately after his first vision of 
God. In the Tiruvaiyāru hymn again, he refers to this destructive 
smile of Śiva.88 ` 


It is this great feat which has established the title of Maha- 
dēva and Mahéévara to Siva, and Sundarar rhetorically interro- 
gates, "Umakkaretir Emperumān'*—*Who is your equal 9'89 in 
describing this feat. 


IXV 


Ārūrar is not so much interested in describing the destruc- 
tive activity. What the other Purāņas describe as seSamhāramūrtis" 
are to Sundarar the various forms of Siva blessing the sinners and 
the down-trodden, after reforming them all. In hymn 6, verse 1, 
he says, "You burnt the castles ; you were ferocious with them; 
but that day you showered your grace on the demons”.% 


84. 7: 1: 6. 
85. 72 D7: Do 
86. 7: 10: 8; 7: 27: 3; 7: 52: 3. 
87- 7: 16: 
88. 7: 77: 6. 
89. 7: 9: 4. 
90. See7: 70: 3 also. 
T. 41 
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In the famous *Tiruvāvtuturai hymn”, where he confesses 
that the purāņic stories inspired him to see God, he states: “You 
burnt the three castles altogether and the three pondered over 
your greatness and took refuge in you and you made them rule 
the world of gold or svarga. Having learnt this fame of yours, 
I have come to you".9?? He refers to this showering of His grace 
at the same time when the castles were burnt in hymn No. 70, 
verse 3. He describes this grace of Sivain a more detailed manner 
in another verse.% “Of the three demons saved by the Saviour, 
our God, at the time of the burning of the castles and after their 
taking refuge in Him, two became the guards at the palace door 
or temple door of Siva".*4 The Dvārapālakas of the Pallava age 
as given in Pallava Architecture by Rea and Longhurst clearly 
bring out the cruel aspect of these demons. The third demon was 
given the duty of playing upon the drum whenever the Lord 
dance at the burning ghat in the company of Pàrvati perhaps he 


was a soul more culturally evolved and interested in dance and 
music. 


XV 
The mythology is a special vehicle for mystic thoughts. Tiru- 
mūlar's explanation,® has become a classic and it is his poem that 
has once for all settle the problem of mythology in Hindu Religion 


and Philosophy. The direct meaning of these stories is for folks 
and children who also in time learn and realise the truth. 


** Abpami ceūcatai ati purātanan 
Muppuram cerranan enparkal mūtarkal 
Muppuram āvatu mummala kāriyam 
Appuram ettamai yar arivārē!”” 


“Fools say, "The very old ancient Man of ruddy braided 
hair adorned with water, destroyed the three castles? The three 
castles are the combined effect of the three ‘malas, (Egotism" 
Karma and Māya). Who knows the destruction of these castles?.’? 
Sundarar also feels that these stories have an esoteric meaning. 
He asks, “What is this setting fire to the castles?” 96 


91. H: 66., 

92. 7: 66: 5. 

93. 7: 55: 8. 

94. 7: 55: 8. 

95. Tirumantiram, 343, 
96. 7: 99: 8: 
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CHAPTER II 
DAKSĀRI 
I 


Next to the legend ofthe three castles, which has established 
the title of Makādēva to Siva, the legend of Daksa’s sacrifice throws 
light on the slow and steady growth of Saivism in India. Tiruvun- 
tiyar in Tīruvācakam, because of this importance refers at length 


to these two legends emphasizing the most dramatic situations 
therein. 


This conflict of Siva with Daksa throws a flood of light on 
verious references in Tēvāram. It is, therefore, best to trace the 
history of this story, as a sort of ready reference. We may con- 
veniently summarize what we know of Rudra mythology from the 
Vēdas following Keith! 


First, for his appearance, Rudra has braided hair, beautiful 
lips, firm limbs; he is brown and multiform, radiant (Suci) bright 
as Sun or gold — the Asura of heaven — wearing gold ornaments 
and sitting on a chariot seat. His belly is blue, his back red, his 
neck blue; he has mouth and teeth;? he is copper coloured and 
red with blue-black neck though the throat is white. Heis cloth- 
ed in a skin, and dwells in the mountain. Coming to his formida- 
ble character, we find, he, as an archer, wields the lightning and 
thunderbolt but with no onslaughts on demons; though this ruddy 
boar of heaven is destructive and terrible, unassailable and there- 
withal a young unaging ruler and father of the world, therefore 
wise, beneficent, bountiful, easily invoked and auspicious (Siva) 
full of healing remedies. He drinks with the mad muni, poison, 
from a cup, with dishevelled hair. In spite of these many passages 
deprecate his wrath and pray that his shafts — his cow and- 
man-slaying weapons — may not fall upon the worshipper and 
his family and wealth. He is the Father of Maruts, the Raudriyas 
and is Tryambaka (having three sisters or mothers) a reference to 
the three divisions of the Universe, and he is Agni. 


1. pp. 142-150 
2. A.Y., XV. 1.7, 8; XI, 2.6. 
3. V.$, XVI, 7, 51, 2-4. 
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By the time of the Brahmanas, he is one of the two great gods, 
Siva and Visnu. Heisthere the lord of the cattle with a prescrib- 
ed offering to save the cattle; for, he is the patron of robbers, 
highwaymen, cheats and swindlers followed by wide mouthed 
howling dogs, swallowing unchewed, their prey, and he is said to 
attack with fever, cough and poison. 


Agni, Pašupati, Bhāva, Sarva, Mahanģēva, Īšāna and Ugradēva 
are the forms of Agni. Ambikā is the sister, later the mother of 
Rudra. Umā, Haimavati or Parvati is his wife.* Even gods are 
afraid of him; his origin is traced to the evil deed of Prajāpati con- 
sorting with his own daughter; the gods in their anger make up 
this most appalling of beings piercing Prajapati. According to 
Aitaréga Brühmama, Prajāpati is Mrgašira, is Rudra, the Mrga- 
vyādhā; Prajapati’s daughter is the constellation Róhimi; and the 
arrow is, the Īsu Tirkanda in the sky. He appears once as a black 
being, claiming all that is over there, on the sacrifice as his own 
which claim, Nabhanedistha’s father admits. In the ritual he is 
marked out emphatically from the gods; and at the end of a sac- 
rifice a handful of strew or at the end of a meal what is left over, 
is offered. His abode is in the north and not in the east where 


reside other gods. Snakes are conceived as his servants. Rudra 
was left behind when the Dévas went to heaven. 


The tendency to generalize his Operations, credits him with 
the activity in almost every aspect of nature — mountains, woods, 
paths and streams receiving offerings in manifold places on varied 
occasions (snake infested places, mount of manure, waters, roads 
and trees), so much so, cowherds and maidens get a glimpse of 
him whilst drawing water in lonely haunts — a deliberate ten- 
dency to see in him a god with a comprehensive control over all 
nature. A formula must be altered in order to avoid the direct 


mention of his name. In Sūtra literature he is called Hara, Mrda, 
Siva and Sankara. 


` After discussing the various theories about Rudra, Keith con- 
cludes: “What is obvious is that the great god absorbs, as other 
great gods have done, a mass of Sondergotter, though in the Sata- 
rudriya form we have priestly extending and amplifying Sonder- 
gotter in the best manner of the Roman Indigitamenta. It is 
probably to syncretism, ‘again, that we owe the connexion of 


4. Taittiriya Áranyaka. 
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Rudra with thieves, robbers, and highwaymen, whose patron he 
seems to have been, and from whom, therefore, he is expected 
to protect his votaries, and we need not press the suggestion that 
he was regarded himself as tricky, or connect this aspect with the 
uncertain character of the lightning. Nor, in the Vedic texts 
does he ever become a snake god; his connection with snakes is 
only incipient and it becomes much more marked in the epic, 
showing us clearly the process of identification 1n its advance. 
On the other hand, it is probable that some of his characteristics 
in the later Vēdic period come from a god of death; this may pri- 
marily be due to identification with Sarva and Bhava, and it is 
suggested in his connexion with birds of evil omen and howling 
dogs; for such birds and dogs are closely connected with Yama as 
a god of the dead. 


II 


Whatever might be the historical fact, what counts in the 
history of religion is how that fact came to be looked upon by 
the later ages. The word Rudra is explained by Sāyana as follows: 
“Rud” means suffering or sin etc., which causes suffering. “Thou 
art the God so called who drives this away.”® “Siva” is explained 


. by Sabdhakalpadruma as one who attenuates ašubha or sin, tracing 


it from the root ‘So’, to attenuate. ‘‘Rudra’’ is, therefore equated 
with “Siva”. The destruction effected by Rudra is destruction of 
Sin. There is no malevolence but punishment. He thus becomes 
the embodiment of propriety. Since in the eyes of the wor- 
shipper, respect was due only to the performer of the greatest 
number of sacrifices, Rudra, the respectful, was called Upavita.® 
Punishment and dispensation of justice are the duties of kings and 
Rudra is King Bhāva. Nothing escapes his thousand eyes. He is 
associated with the muni in the Rg Vēda and kēšins in the Atharva 
Vēda — the long haired muni — a mortal becoming godlike — 
thanks to his austerities; perhaps the munis are the followers of 
the path of Bhakti and Yoga,” and the knowledge of the imperis- 
hable man. A story in the Kausitaki Brahmana® confirms this sug- 


gestion. 


Commentary on R. V II, 1: 6. 
Upavita is worn by the performer of the sacrifice. 


Cf. Saivism in South India, by Narayana Aiyar, p. 13. 
VII, 4, Note. 
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Note : 


It is stated therein that a golden bird flew up to Késin Dar- 
bhya who had sat down, not being consecrated (i.e., not havin 
gone through the ceremonies needed to entitle one to perform i 
sacrific), The bird said, “Thou hast not been consecrated; I 
know the consecration; let me tell it to thee; I have sacfiücM 
once; I am afraid of it perishing; thou dost know the imperisha- 
bleness of that which once has been offered; it, do thou (tell) 


me." Toe Brahmana proceeds thus: ‘‘He said, yes”. They two 
discussed together 


NAMPI ARÜRAR AND MYTHOLOGY 


Scie: He said, “the bodies are consecrated by 
that sacrifice; but the man is consecrated indeed whose gods 
within are consecrated.” ...... Now the imperishableness of what 
has once been offered is faith; he who sacrifices with faith, his 
sacrifice perishes not. Imperishableness is the waters, both those 
which are inthese worlds, and those which are about the self. 
He, who, knowing, *In me there is imperishableness; sacrifices 
his sacrifice perishes not. This imperishableness of what has ncc 
been offered Kēsin Darbhya proclaimed to the golden bird". 9 


Many of these followers of Siva, because of their disapproval 
of Vedic rites came to be called Vrātyas, who however were glori- 
fied in Atharva Veda." Here begins the cosmopolitanism or free- 
dom from castes of Saivism, caring more for the salvation of the 
off-scourings of society"! — prodigal sons of God. Coming to the 
Upanisads we pass from the ancient Byhad Aranyaka mentioning all 
the Vedic gods, and the sacrificial rites, through Ghandeayaslay: 
ing no such emphasis on these gods, and Taittiriya mentioning 
their names only in its invocatory verse, Aitaréya and Kausitaka to 
Kena, which gives a story of their ignorance.8 Brahma appeared 
before the Dévas in the form of a wonderful being. Ignorant of 
Brahman, Agni, Vayu and Indra tried their skill with ‘It’ only 
to accept defeat. Brahman disappeared and Uma Haimavati 
appeared to explain that It was Brahman. Gods were no more 
to be dreaded by the Atmajüanis of tapas, $raddha and santa and 
virāga. Mundaka Upanisad, adumberates the theory ‘“‘Avanaruiale 
avan tal vaņanki”'5 ‘Fe is to be obtained only by the ome vio 


9. Keith, Rg. Vēda Brahmanas, pp. " Deer) 
South India by Narayana Aiyar. MORE. fom Do WO, Sefton de 

10. Whitney, A.V., pp. 778-79. 

11. Whitney, A.V., p. 769. 

12. T. 4, 11-17. 

13. Kéna, IV. 

14. III; 2.8, 

15. Tiruvacakam-Civapuránam—1: 18 
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He chooses; to such a one, that Atman reveals His own 
person. Katha Upanisad speaks of God's prasāda. Svētāšvatara is 
still more clear: “Tapah prabhavat dēva prasadica brahmē ha švētā- 
Svataro thé vidvin—“By the greatness of austerity and by the 
God's Grace the wise švētāšvatara in proper manner declared 
Brahman’. Svétdsvatara is thc name of a Guru. Guru Sisya 
paramapara thus commences. The Upanisad speaks of the Lord of 
Kāla, Svabhāva, Niyata releasing from fetters of the two unborn 
as the knowing Lord and the unknowing individual. It thus brings 
about the harmony of Bhakti and Jaana. It identifies the well- 
known Rudra with the unknowable Brahman. 


Saivite sects multiply, not at all in a desirable way, as is 
referred to in Maitri Upanisad.!9 ‘Verily, the source of the net 
of delusion (Mēha) is the fact of the association of one who is 
worthy of heaven with those who are not. Now, there are those 
who are continually living upon handicraft; moreover, there are 
others who are twin-beggers, who perform the sacrfices for the 
unworthy, who are disciples of Sūdras and who though Sūdras» 
know the scriptures. And moreover, there are others who are 
rogues, who wear ther hair in a twisted knot. And moreover 
there are others who falsely wear the red robe, ear-rings and 
skulls. with these one should not associate’. This Upanisad 
has Vaisnavite leanings;!” thus starting the age-long eonflict be- 
tween Saivism and Vaisnavism, though this Upanisad stands for 
the harmony of Trimurtis and the three paths of Karma, Bhakti 
and Jaanam and identifies Bharga of Gayatri with Rudra. 


III 


As the conflict against Saivites of Siva had already started, the 
significance of Mahādēva burning the three castles is clear indeed. 
Daksa's sacrifice may be studied a little more closely from this 
point of view. The story is told in the Santi Parva of Mahā Bhā- 
rata: Daksa performed a sacrifice, attended by all gods except 
Rudra, who was not invited. The conversation between Daksa 
glorifying Visnu and Dadici glorifying Siva reveals this conflict.!* 

Daksa: We have many Rudras, armed with tridents and wear- 
ing spirally-braided hair, who occupy eleven places. I know not 
Mahēšvara. 


16. VII, 8. 
17. V, 2; VII, 3. 
18. Muir, IV, 374 ft. 
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Dadici: "This is a pre-concerted plan of all the gods that 
Mahādēva has not been invited. Since I perceive Sankara, and 
no other deity, to be supreme, therefore, this sacrifice of Daksa 
shall not be prosperous. 


Daksa: 1 offer to the Lord of sacrifice (Visnu.), in a golden 
Vessel, this entire oblation purified by rites and by texts, the 
share of the incomparable Visuu. He is the Lord, the all- 
pervading god of the sacrificial fire. 


Dévi, the wife of Siva feels the insult and Siva creates Vira- 
bhadra who goes and destroys the sacrifice when Daksa praises 
Mahādēva and completes the sacrifice. 


IV 


The story as told in the Bhāgavata Purina! brings out this 
rivalry very clearly. When Daksa came to the sarifice, all stood 
up except Brahma and Mahadéva. Daksa addressed at this inso- 
lence of Siva, ‘Hear me, ye Brahman Rsis. with gods and Agnis, 
while I, neither from ignorance nor from passion, describe what 
is the practice of virtuous persons. But this shameless being 
(Siva) detracts from the reputation of the guardians of the world 
(Prajapati), he, by whom, stubborn as he is, the course pursued 
by the good is transgressed. He assumed the position of my disci- 
ple, inasmuch as, like a virtuous person, in the face of the Brah- 
mans and of fire, he took the hand of my daughter. This monkey- 
eyed (god) after having taken the hand of (my) fawn-eyed 
(daughter), has not even by word shown suitable respect to me 
whom he ought to have risen and saluted. Though unwilling, I 
yet gave my daughter to this impure and proud abolisher of rites 
and demolisher of barriers, like the word of the Véda to a Sidra. 
He roams about in dreadful cemeteries, attended by hosts of ghosts 
and spirits, like a mad man, naked with dishevelled hair, laughing, 
weeping, bathed in the ashes of funeral piles, wearing garland of 
dead men's skulls, and ornaments of human bones, pretending to 
be Siva (auspicious), but in reality Aśiva (inauspicious), insane» 
the lord of Pramathas and Bhūtas, beings whose nature is essen 
tially darkness. To this wicked-hearted lord of the infuriate, whose 
purity has perished, I have, alas, given my virtuous daughter, at 
the instigation of Brahma”. He follows up this speech by a curse, 
«Let this Bhava (Siva) lowest of the gods, never, at the worship 


19 . IV, Chapters 2-7. 
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of the gods, receive any portion along with the gods, Indra, 
Upēndra (Visnu) and others.” Then he departed.. This action 
roused the fury of Nandisvara, the chief follower of Siva. He cursed 
in return: “May the ignorant being, who, from regard to this 
mortal (Daksa), and considering (Siva) as distinct (from the sup- 
reme spirit), hates the deity who does not return hatred, be averse 
to truth. Devoted to domestic life in which frauds are prevalent, 
let him from a desire of vulgar passions, practise the round of 
ceremonies, with an understanding degraded by Védic prescrip- 
tions. Forgetting the nature of the soul, with a mind which con 
templates other things, let Daksa, brutal, be excessively devoted 
to women, and have speedily the face of a goat. Let this stupid 
being, who has a conceit of knowledge, and all those who follow 
this contemner of Sarva (Siva), continue to exist in this world in 
ceremonial ignorance. Let the enemies of Hara (Siva) whose 
minds are disturbed by the strong spirituous odour and the ex- 
citement of the flowery words of the Véda, become deluded. Let 
those Brahmans, eating allsorts of food, professing knowledge and 
practising austerities and ceremonies (merely) for subsistence, 
delighting in riches and in corporeal and sensual enjoyments, 
wander about as beggars”: This curse rouses the anger of Bhrgu 
who delivers in his turn the following curse: “Let those who prac- 
tise the rites of Bhava and all their followers be heretics and op- 
ponents of the true scriptures. Having lost their purity, deluded 
in understanding, wearing matted hair, and ashes and bones, let 
them undergo the initiation of Siva, in which spirituous liquor is 
the deity. Since ye revile the Vēda (Brahma) and the Brahmanas, 
the barriers by which men are restrained, ye have embraced 
heresy. For this (Véda) is the auspicious (Siva), enternal path of 
the virtuous, follow the heresy in which your god is the king of 
the goblins.” This was a curse by a Brahman, which could not 
be avoided, and so, according to the story, Siva went away with 
his followers and Daksa and the other Prajapatis celebrated for a 
thousand years the sacrifiice in which Visnu was the object of 
adoration.? It was this humiliation and disgrace of Siva that ap- 
parently made Daksa neglect Siva, when he invited all the gods 
to sacrifice which he individually celebrated. 


20. Muir, 1V, 382. 
T. 42 
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W 


The story of the sacrifice, as narrated here, differs from the 
Mahābhārata account, and since this account throws some light 
upon the development of Saivism in that remote period, it may be 
taken notice of. Satz (Uma) requests her husband to permit her 
to go to the sacrifice performed by Daksa. Siva warns her that 
she would be insulted. In spite of this warning, she goes and is 
slighted by her father. Remonstrating in vain with Daksa to 
change his attitude towards Siva, she gives up the ghost. Siva’s 
followers, who had accompanied Sati, were prevented by a mantra 
of Bhrgu from destroying the sacriflce. They returned to narrate 
the tale to Siva, who, in his wrath, created out of a lock of his 
hair a terrible spirit who led Siva’s followers to the scene of sacri 
fice and destroyed it. The story is, that later, Siva himself went 
to the place, plucked out the beard of Bhygu, who was pouring ob- 
lations into the fire, tore out the eyes of Bhaga and knocked out 


the teeth of Pusan, for all these had been partisans of Daksa. 
Daksa’s head was cut off.?1 


VI 


The Varahapurama gives a different version. Rudra born of 
Brahma’s anger was asked in vain to create beings, whereupon, 
Brahma created Daksa and six other Prajapatis, who begot Indra 
and other children, who in their turn performed sacrifices to please 
Daksa. Inactive Rudra, hearing of their voices, bestirred himself 
into activity and became angry with the creation effected by 
others, the fiery anger shooting up in the form of demons rushing 


against Dévas. Daksa prayed to Rudra to appease himself and gave 
Gauri in marriage. 


VII 


Kūrma Purāņa story gives a third version. Daksa paying a 
visit to Šiva, his father-in-law was not pleased with the respect 
shown. When Siva’s wife Satz went to her father Daksa’s house, 
Daksa reviled Siva and abused Sati. At this insult, she burnt 
herself to death but was born as Haimavati or Parvati. Siva 
hearing the death of Sati cursed Daksa to be born as a Ksatriya 
Pracheti committing incest with his own daughter. This Pracheti 


21. Narayana Aiyar's Saivism in South India—pp. 65-67. 
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performed a yāga at Gangādvara but refused any offerings to Siva. 
Dadīci alone remonstrated and cursed all those present to become 
heterodox and prayed to Siva. At the request of Parvati, Siva 
created Virabhadra with thousand heads, eyes and arms resem- 
bling in the brightness "vatavāmukhāgni” having side tusks, carry- 
ing Satikha, cakra and bow and besmeared with ashes. Parvati 
created Bhadrakālī. The sacrifice was destroyed. He plucked out 
the tooth of Sürya, putting out his eyes. Hands and tongue of 
Agni were cut off. Indras arm, lifted to strike, remained stiff. 


Candra was crushed by the toe. Garuda fled for life. Daksa came 
to his senses and prayed. 


VIII 


The story prevalent in South India is given at length in the 
Tamil Kanta Purina, Dāksakāņtam, with some variation. 


The image of Virabhadra is described in the Karanagama 
The terrific image indicating anger has four arms carrying sword, 
shield, bow and arrow, three eyes, fire emitting Jafā, side tusks, 
garlands of bells and skulls and scorpions; a yajsiopavita of serpents, 
beautiful anklets, pair of sandals and short drawers. 


Sri Tattvanidhi replaced the shield by a club which along with 
the bow is said to be on the right, whilst the rest are held in the 
left arms. This speaks of Bhadrakali by his side, whilst Daksa 
with a goat’s head and añjalı pose is on the right. 


Pāūicarātrāgama, gives him sword, arrow, bow and club. 
Silparatna give him eight hands and makes him ride on a ‘vetala’, 
surrounded by ganās. Silpasangraha mentions three varieties: 
sāttvic, tāmasic and rājasic forms with two, four and eight arms 
respectively. Seated figures represent yoga vira; standing figures, 
bhoga vīra; walking figures, vīravīra. 


In Tanjore, a panel shows Siva putting the head into the fire 
whilst a woman (the wife of Daksa) and the priest with the ladle 


run away.” 


29. Gods and goddesses, Fig. 100. 
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IX 


Coming to the sculpture of Ārūrar's age, pl. XXXVI of Rea 
represents this story. This is Rea’s description of panel No. 18, 
in the Kailāsanātha Temple: “Siva kills a double headed Rāksaša 
with his trident. A figure on Siva’s left — midway up the panel 
— has a tiger’s legs and probably represent Vyigrapada. On the 
upper portion of the panel, Siva is seen seated with his wife Par- 
vati, soaring through the sky."?* There is no two headed asura, 
known to my-thology. The figures are all Dévas. The Dévas are 
running for their iife, some holding their hands in añjali pose; 
some have fallen down, probably, Daksa and Yajiia. The serpent 
Yajnopavita, the anklets, wristlets and armlets, the flowing cloth, 
the necklace, the girdle of serpent, the dishevelled back portion 
of the jatā dancing up and down in two halves, the ring-like ear 
ornament of the right ear and a bell-like pendant ear-ring on the 
left ear are all there. There are four arms: the right back is hold- 
ing the trident; the right front is held up as though supporting 


something. The left front arm is held in catura pose; the back 
left arm is not clear. 


Every heroic act of Siva was in ancient times shown asa 
drama and as a dance, Perhaps to witness this dance, Pataūjali 
and Vyaghrapida had also come. Siva and Parvati on the bull 
had come on the scene at the end, as described in Kantapuranam. 

X 

The speech of Daksa as quoted from the Bhāgavata Purāņa 
and as found in Tamil Kantapuranam breathes fire against Siva. 
It is this vituperation against Siva and Parvati, that comes to the 
mind of Ārūrar, as it did to Gampantar.25 Daksa had no regard 
for Siva or his daughter “Pēņā munivan,??26 Daksa had not 
honoured Siva — **Paļikkum peruntakkan;?2" not honouring Siva, 
he had refused offerings to Him — *'Kontātutal puriya varu Takkan 
peruvēlvi”* — in the great sacrifice of Daksa. The purāņas describe 
the sacrifice in glowing terms where all the Dévas were assembled. 

23. Fig. 1 of Rea. 
24, P. 32. 

25. Camp. 1: 20: 3. 
26. 7: 93: 9. 


Gs ta ER th 
28. 7: 82: 9. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


DAKSĀRI 333 


Arurar calls it again and again ‘Peru veli" —‘the great sacrīfice.”*? 
The people who attended this sacrifice were all great Dēvas — 


[11 - ??30 . 
Peruntēvar. There came there innumerable Dēvas — *Pala 
Dēvar.”31 


The performer of this sacrifice is again referred to as great— 
"Peruntahkan."? He was full of all that should bless man — 
wealth, knowledge and perhaps pride etc. — “‘Wirampiya Takkan.33 
He was a Rsi, being the veritable Prajāpati — '*Munivan.^ He 
was one who never thinks of the Lord — *'Karutatavar.?5 Ārūrar 
describes the sacrifice by the Tamil term 'Vēlvi'$ and by the 
Sanskrit term *Eccam',? a corruption of ‘Yajfa’, the last term 
suggesting a slur on it by its association with the word in Tamil 
‘eccam’. Daksa does not know any propriety — ‘‘PerZimai ēru 
ariyāta Takkan,99 where Ārūrar uses ‘Perrimai’ in the sense in which 
‘perri’ is used in JVálatiyár,99 ‘Perri pilaiyā torunatai yar.” The im- 
portant events of the purāņic episode are suggested by these des- 
criptive titles of Daksia. It was this intoxiation of spiritual 
power, knowledge and wealth that sent Daksa on the path of 
arrogance and unrighteous acts. This brought down its own re- 
tribution. The whole programme of his sacrifice went to pieces— 
* Utaittày vēļvi tanai."^* The whole sacrifice failed to achieve its 
greatness; God saw to it that it ended in disrepute — 'Mūēņāmav 
ceytan. * 


The Lord made the sacrifice without any intervening space 
there, heaping up and huddling all the Devas together — Miran- 
taram ceyta.’42 The whole field of sacrifice was clearly packed 
up with their remains. In this, the Lord had no obstruction, he 
was free from enemies, dangers or any nuisance whatsoever — 


29. 7: 61: 9; 7: 88: 9; 7: 93: 9. 
30. 7: 16: 6. 

17397: 

32. 7:9: 7. 

33. 7: 61: 9. 

34. 7: 93: 9. 

35. 7: 97: 5. 

36. 7: 93: 9. 

B7. Te Gk To 

38. 7: 16: 6. - 
39. V. 343. 

40. 7: 23: 8. 

41. 7: 93: 9. 

49. 7: 6l: 9. 
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“Nirantaram ceyta nitkantakan." — *Nirantaram is however interpret- 
ed as destruction by the Tamil Lexicon. The Dēvas tried to run 
away for their lives: the Lord made them flee — * Arrimaiyorai 
iritta Nambi.'”4 He enjoyed kicking the Devas and making them 
roll on the ground — “‘Imaiyavarai uruntota utait-tukantu. 49 They 
had done the dangerous act of eating away the offerings of 
Daksa's sacrifice and it looked as though the Lord rolled them, so 
that they might vomit the poison. The idea of kicking and 
making them roll suggests that the Lord played the game of balls 
or ‘centu’. The sound of the verse echoes the sense — “Kontātutal 
puriyā varu Takkan peru vēļvi ceņtātutāl purintàn.*" The Lord first 
drove all the Dēvas by shouting and uttering threats — “Pala 
dévaraiyum telittittu."* They ran pell mell huddling together as 
explained above. Their organs were mangled and cut away. 
"The great gods lost their heads, shoulders, teeth, hands and eyes 
along with their greatness.'? The poet gives further particulars 
of this destruction. The god, whose shoulders were worsted and 
broken was Indra.5? The proud Sun it was, who lost his eyes 
and his teeth. Daksa and the Jaja Purusa lost their heads whilst 
Agni lost his hands according to Tiruvācakam, though Ārūrar does 


not give these details. The moon was rubbed away by the Lord's 


toe and all his rays were shattered.52 The sacrifice was comple- 


tely destroyed.5* "This was all an act of Grace, making them 


gorge out the poison. The Poet exclaims, “The Lord has con- 
quered the Dēvas in the sacrifice.”55 


Is it not the import of the 
whole story? 


XI 


Though the references seem to know of the tradition preserv- 
ed in Kürmapurána and Tamil Kantapurāņa, they suggest as in Vara- 


49. 7; 61: 9. 

44. 7: 63: 6 

45. 7: 97: 5 

46. 7: 97: 5. 

47. 7: 82: 9. 

48. 7: 9: 7 

49. 7: 16: 6. 

50. 7: 16: 2; 7: 17: 5. 
50a. 7: 17: 5 

51. 7: 26: 3 

52. 7:16: 6 

53. 7: 53: 9. 

54. 7: 9: 7; 16: 6. 
55. 7: 45: 5. 
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hapurāna, that Siva himself did this heroic act. The term Vira- 
bhadra is never used. Nānacampantar even speaks of the cutting 
of Sarasvati’s nose, which is ascribed in the Puranas to Bhadra- 
kālī,55 to Siva himself. The worship of Virabhadra and other awe 
inspiring forms came into South India, thanks to the Northern 
influence; In Ciruttontar Purāņam, this Mahübhairava is said to 
have come from the North.5? But these awe inspiring forms are 
not often met with in South Indian Temples. Virabhadra cult with 
its Tantric elaborations became prominent in later times so as to 
deserve a ‘Parami’, the Takka Yaka-p param, from the pen of 
Ottakküttar the court poet and teacher of the Saivite Colas, Kulot- 
tunga II, Rajarāja II and Rājādhi Raja II of the 12th century. 
Even after this though the temples and images of Virabhadra are 
very common in the Telugu and Kannada countries, such images 
and temples are very rare in Tamil land. In the age of Tēvāram, 
probably this cult has not developed in the Tamil country. Like 
the burning away of the three castles, the supperssion of Daksa's 
sacrifice is attributed to Siva Himself directly. The Sanskrit 
Lexicon Amarakēša also directly calls Siva, the destroyer of the 
Sacrifice, Kratu-dhvamsin. 


XII 


The poet is conscious that there is here an esotcric significance 
He asks “What is the gracious act of destroying the organs of the 
Dēvas in Daksa” Sacri fice? *98 
Tirumülar speaks of this Tzrumantiram,°° 
**Kolaiyiz pilaitta piracá patiyai-t 
Talaiyai-t tatintittu-t tananki ittu 
Nilaiyula kukkivan vēņtumen renm-t 
Talaiyai yarintittu-c canticey tàng". 
“The Lord cut away the head of Daksa Prajapati, who was 
guilty of murder (as causing the death of Satī) and offered it to 
the sacrificial fire. The Lord thought that he was required for 
this world wherein stands fire (where reigns the Law of conser- 
vation of matter and energy). He cut the goat's head and fixed it 
on to Daksa” —a wonderful way of converting the proud murderer 
into a meek lamb. Thus the heroic act is a symbol of God's Grace. 


56. 3: 118: 5. 

57. Ciruttontar Purāņam, 40. 
58. 7: 9: 7. 

59. V. 340. 
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Tirumilar further explains this in Tirumantiram,® where his 
idea seems to be that the inner principle always with us in this 
sacrifificial pit of a body seems to be hostile as long as we are up 
against the law, but when we get submerged and take refuge in 
Him, He saves us from all obstacles.9? “Even those who have 
realized clearly like the Dēvas, may get confused but you do not 
get confused. Daksa is dead; God showed His displeasure and 
then showed His Grace, This is the unsullied message given therc 
for us, that, itis He who is to be reached when we become tender 
and loving.” 6? 


< Teļintār kalankinum nakalan kātē 
Alintan kataivaten ati-p pirānai 
Vilinta natutakkan véliviyar viya-c 
Guļintān karulceyta tūymoli yang." 


as i 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


CHAPTER III 
KĀMĀNTAKA MŪRTI 


I 


The story of Kama or Manmata going to kindle the passion 
of love in Siva and meeting his death in that attempt is very 
popular in India. Kalidasa's Kumārasambhava has made this 
episode immortal. In the Tamil country, Kacciappar’s Kanta 
purāņam gives the same story at great length. But this purāņam 
is later than Tēvāram. 


II 


The Buddhists speak of Mūra and Kāma conquered by Bud- 
dha, and Mayimékalai praises Buddha’s feat as **Maranai vellum 
vīra”, Kāmarkatanta Vāma”. Siva in his form of a yogi or jūāni, 
or its, burns to ashes Mara — this time it is Cupid: he is the 
son of Visnu. After the destruction of Daksa's sacrifice, Siva's 
consort, in the form of Daksa's daughter, gives up that form in 
disgust. She is born again as the daughter of Himavan or the 
god of Himalayas. Siva, in the forests of the Himalayas, remains 
an ascetic yogi, initiating the great Rszs in that mystic art. The 
daughter of the Mountain went to perform Tapas for winning 
the hand of Siva. The demon Tūraka, according to Kumārasam- 
bhava and the Linga purāņa, but Tūraka, Simhamukhasara and Sūra- 
padma according tothe Tamil Kantapuranam, should be killed if the 
universe were to be saved. This can be done only by the son of 
Siva. How is the child to be born if the yogi of a Siva and the 
daughter of Himavan do not come together? The impatient Devas 
request the Lord of erotic passions, Kama, to aim at Siva his 
flower arrows, which usually kindle the passions in the hearts of 
flower arrows, which usually kindle the passions in the hearts of 
Dévasandmen. Knowing the danger, he protests, but ultimately 
yields to their entreaties. Darkness or night is his elephant; the 
fish is his flag; the parrot is his horse; the zephyr is his chariot; 
the spring is his ally. Rati or Loveis his consort; the moon is his 


1. XI, 1. 6l. 
2. V, 1. 77. 
T. 43 
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royal umbrella; the cuckoo is his trumpet; the sea is his drum; 
the sugar-cane is his bow; bees are bow-string and five flowers are 
his arrows (the flowers are: lotus, aśōka, mango, jasmine and blue 
lily, producing the unmattam, matanam, mēhanam, santāpam and vašī- 
karaņam respectively according to Ttvākaram in Tamil; whilst 
Kāraņāgama however gives the names of the arrows as Tāpini, 
Dāhani, Visvamohini, Visvamardini and Médini). It will be seen all 
these paraphernalia of Cupid are notorious for kindling thoughts 
of Love. When Kama aimed his blooming arrows, Siva opened 
his eye of the forehead and Cupid was burnt to ashes. Rati was. 
promised by the Lord that her husband would become alive, but 
only be visible to her. Campantar refers to this boon.? 


III 


The cult of Cupid or Kàma was popular in the Tamil land. 
There was a temple near the mouth of Kāviri.* Cilappatikaram 
speaks of this festival of victorious bow of Cupid occurring in the 
month of Pankuni. His five arrows are alsoknown.® The spring 
is spoken of as Cupid's prince, having jurisdiction over all the 
living beings of the world. The Chapter VIII, therein is a glorifi- 
cation of Cupid and as such is an interesting exposition of this 


cult: “The king Māra of great fame reigns supreme alike in 
Madura, Urantai, Vafici and Pukār”. 


This is explained by Atiyarkkunallar. Kāma's chariot is the 
zephyr; his horse is the parrot; his elephant is the evening twi- 
light; his army is the womenfolk. "Therefore, Cupid's chariot is 
under the protection of Pāņdya of Madura; his horse under the 


Cola of Urantai; his elephant under the Cēra of Vafici whilst he 
himself along with his army remains at Pukar. 


“Cupid’s friend Spring has come. This information is brought 
by the envoy, Zephyr. “The army (women) of this Lord of the 
victorious flag of makara will get itself ready in its beautiful 
forms'. — so proclaimed the trumpet bearer of a cuckoo — these 
words of the envoy”: Thus begins this chapter before describing 


the forlorn Mātavi writing her famous love letter to Kovalan 
describing the suffering of her solitude. 


3. 1: 66: 3. 

4. Cilap., 9: 60. 
5. Cilap., 28: 43. 
6. Vēnirkātai. 
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IV 


A further development—a sublimation of this idea of Kāma 
may also be noted. As Keith observes: There is a real affinity 
between the process by which Buddhi and Ahaikāra are deemed 
to produce the world of experience and older myths of Prajapati 
and his desire, Kama as playing their parts in the creation of the 
world, while still further back we have the picture of Purusa as 
at once the material and spiritual source of the world”.” These 
form the rudiments of the SamkAya Philosophy which has been 
adopted in a way by Saivism. Kāma is said to be born in the 
form of Pradyumna, which is one of the three or four *uyūhas* or 
divine manifestations of Visnu. This particular manifestation is 
referred in the Cankam Anthology —Paripātal as *Paccav.5 When 
this is remembered, Arürar's statement, that Kāma was burnt by 
Siva in the very presence of Visnu assumes a greater importance. 


In this connection, the Vedic conception of Kama, which is 
equivalent to the Tamil word ‘Vē? may be studied for understand 
ing the growth and development of this idea in the religion and 
philosophy of India. Keith writes, “In the Atharva Vēda is found 
the conception of Kama, ‘desire’ or love. He is described as the 
first to be born and he has arrows which pierced all hearts. He is 
not, however, as far as appears from the scanty notices we have 
ofhim a god primarily of human love though that side of his 
character may have existed from the first or have been attributed 
soon to him. In his cosmic aspect which is in accordance with the 
theosophic tone of the Atharva Vēda, the one in which he is des- 
cribed in it, he is probably derived from the mention of Kama in 
one of the most important cosmogonic hymns of the Rg Vēda as 
the first seed of mind regarded also as cosmic. It is not until the 
later literature in the last strata of the epic that we meet with the 
Indian Cupid with his arrows; who is described ds the disturber 
of the hearts of men whom he vexes with pangs of love." 


V 


The conquest of Kama is one of the eight acts of Siva's her- 
oism as remembered and cherished in the Tamil Country. The 


7. Religion and Philosophy of the Vēdas and Upanisads, p. 542. 


8. 9: 82. 
9. Religion and Philosophy of the Vēdas and Ufpanigads, p. 210. 
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Tamilian tradition is that this act took place at Kurukkai in the 
Tanjore Disirict. It is, therefore, called Kurukkai Vīrattāņam. Appar 
refers to this Vīrattīņam and Tirumūlar also in his usual way 
gives his mystic interpretation of this story. He mentions this as 
the last of the heroic acts of Siva. 


VI 


According to the Agamas, the form of this Kamari,'° is exactly 
like that of Yoga Daksiņāmūrti with the addition of Manmata scul- 
ptured as fallen down with his bow and arrows on the left hand 
and on the right hand respectively accompanied by Rati and 
Vasanta. Campantar refers to the Yogic form as Kamari. The 
Pūrva kāraņāgama assigns four arms and three eyes and a terrific 
look, one arm carrying a snake, the other arm aksamāla, the third 
and the fourth being kept in the patākahasta pose and sūcī pose 
respectively. The Kaméri is found sculptured on one of the pillars 
near the tank in the Bkāmparēšvara temple in Conjivaram but it 
is very modern. Daksinamirti form is separately discussed by us. 


VII 


The Pallava architecture of the 7th century as embodied in 
the Kailasanatha temple at Conjivaram, has many panels describ 
ing the various episodes of this story. The following descriptions 
seem to refer to the representations of Parvati’s Tapas.? (Return- 
ing along the South wall, the space between the south-east cor- 
ner recess and No. 4 cell, has Parvati, seated under a banyan 
tree; one large and two small elephants are on the left side. A 
Yogi sits with his knees bound on the back of a large animal. A 
female attendant is on the right".33 Between 7 and 8: ‘Parvati is 
seated under a tree; a deer is onher left and two are underneath; 
a bird, probably a peacock is on a branch of the tree; a female 
attendant is on her right". Similarly we have between 9 and 10 
between 10 and 11, 12 and 13, 13 and 14, and 15 and 16. The 
scheme adopted seems to be this: the cells portray Siva’s acts 
whilst recesses between the cells portray Parvati's or Sakti’s acts. 


10. The destroyer of Kama. 
11. 3: 103: 2. 
12. Rea., p. 30. 


13. Perhaps pois represents the story of Siva appearing to Parvati in the form 
of an old man—R;t. 
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There are various forms of Daksiņāmūrti. Rea speaks of a 
few of such forms, preaching war to his disciples seated in the 
opposite panel.4 Siva is said to have eight hands, the upper and 
left supporting an elephant’s skin over his head, in his right arm 
carrying a drum, a club and a trident, whilst one of the left touches 
his crown, the other holds what Rea calls a noose which probably 
is Aksamāla and the lowest is empty. Possibly this is Kamari. 


VIU 


Ārūrar uses the beautiful compound Kāmakēpa, one who is 
infuriated against Kama. Ārūrar mentions the names "Xāman,15 


-Maranár 16 The Tamil word is ‘Vē? (desire and therefore the 


Lord of passions) and Ārūrar uses the compound “‘Kamavel’’1?7 and 
* Velaliya kāman”*'8 (Kama, the lord of erotic passions). His bow 
of sugar-cane is referred to by Ārūrar.!?. So are the arrows of 
flowers;2 these are fragrant,?! they are full of honey.” He gives 
the number as given in many places.?? 


Why Kama came is also explained. “You assumed a great 
form of penance. The Devas begged of him. He came to destroy 
this penance.4 He came very near erasing the well established 
great penance and meditation. He was very haugty.* Siva's 
eye was opened;?6 only the very end of the eye opened.” The eye 
had become completely reddened.? It was a beautiful eye of 
red.9 It was a mere twinkling of the eye *Zmaitta 3% It was an 
eye of fire, the eye on the forehead—“‘Kawnutal”.® and “Naya- 


14. 
15. 
16. 
17. 
18. 
19. 
20. 
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nattī”,% “Kan aļal”.53 The fire of the eye burnt his body.3* He is 
thus the very fire unto Cupid.5 Here comes a beautiful idea. Siva 
is engaged in a great penance and this burning of the passions is 
a great sacrifice. It is a great sea of ‘Homa’ or sacrifice.99 In that 
fire Siva danced. This was done in the presence of the very 
father of Kama, that great Visnu.9 “What a victory! Like the 
paper doll burnt retaining its form only to be wafted away by 
any small puff of breath, Cupid remained only to be dissolved 
into air by the breath of Rati”. That is how Kālidāsa describes 
the final dissolution of Kama. Ārūrar suggests the very same idea 
when he speaks of Siva making the body of Kama become burnt 


and shattered —*' Kamanakam kalaintan”. Kama lay there a heap of 
ashes.3? 


IX 


Reference has been already made to Tirumülar's Tirumanti- 


The esoteric meaning of this mythological story lies on the 
very surface; it is the conquest of the passions. 


Tam. 


“Trunta manattai icaiya irutti 

Porunti ilinka valiyatu pokkit 
Tiruntiya kāman ceyalalit tankan 
Aruntava yokam korukkai amarntatē” 40 


“This mind is made to co-operate and to be in communion. 
It is sent through the path of Linga (or, it is made to get away 
from the phallic way). The action of Cupid is destroyed. The 
great meditation of rare penance becomes established at Kuru 
kkai". Ārūrar also feels that story connotes a great mystic truth. 
He does not express it himself but asks of God, * What is the 
import? What is the significance of this victory of staring at 
Kāma?”* Why was he baked to be reduced to ashes??43 


32. 7:53: 4 
33. 7: 45: 3. 
34. 7. 16:9. 
35. 7: 70: 1 
36. 7: 94: 8 
37 7:10:1. 
38. 7: 6: 2. 
39. 7: 9: 4; 7: 58: 4; 7: 57: 5; 7: 94: 8; 7: 99: 7; 7: 99: 9. 
40. Tirumantiram, V. 346, 
41. 7: 6: 2. 
7: 


9: 4. 
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CHAPTER IV 


GAJĀHA MŪRTI 


I 


In Cilappatikāram, there is a description of Durgā, whom the 
hunters worship in the deserts. That is curious inasmuch as the 
description seems to be that of Šiva, transferred wholesale to 
Durga, the Sakti of Siva, evidently because of the identity of Siva 
and Sakti, roughly the static and the dynamic aspects of God- 
head: 


**Matiyin ventotu ctum cenni 
Nutal kilittu viļitta imaiyā nāttattu-p 
Pavaļa vāycci tavaļavāļ nakaicet 
JNasicuntu karutta kanti vesicinattu 
Aravunāņ pitti netumalai vaļaittēļ 
Tulaieyir rurakak kaccutai mulaicci 
Valaiyutaik kaiyir cüla menti 
Kariyin urivai porttanan kakiya 
Ariyin urivai mēkalai yātti 
(Cilampun kalalum pulampum cērati 
Valampatu korrattu vāyvāļ kor ravai 
Trantu uērvruvil tirantatol avuņam 
Talaimicai ninta tavyal)”.! 


“On her crown she adorns herself with the white blade of 
he moon. Tearing the forehead’ as it were, looks out for once 
the never opening eye. The mouth is the very coral. Her smile 
is of white radiance. Her throat has become black with the 
poison drunk. Fitting up the furious snake as the bow-string, she 
bends the huge mountain of a bow. She wears the serpents as 
her breast band. She holds up the trident in her bangled hand. 
She covers herself with the skin of the elephant; the lion-skin is 
her girdle thereon. (The anklets, and the victorious and heroic 
sign of a leg-ring, jingle on her feet. She is Korravai (or Durga) of 
the never failing sword and victorious courage. She stands on 
the head of the demon of two forms.) 


1. Gilap., Vétfuvar vari, XII, N. 54ff. 
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II 


It is the line underlined that is important for the present. It 
refers to the flaying of an elephant and wearing its skin asa 
shawl. The story is thus seen to be popular even among the 
hunters of the age of the epic. Apart from the heroic deed of 
flaying the elephant, there is also the greatness involved in wear- 
ing the skin. The ancients believed the very touch of the flayed 
skin of an elephant will bring death; to escape this death is itself 
a divine act.? The Kūrmaburāņa states that when a demon assumed 
the form of an elephant for interfering with and frightening the 


Saints in contemplation near the Krttivasésvara linga in Benares, 
Siva came out and killed him. 


The Puranas including the Suprabhédigama describe how the 
Rs: of Dandakaranya’ enraged at Siva’s sport with their wives as 
Biksātana, performed a destructive sacrifice for killing Siva, when 
from the sacrificial fire came many fatal objects, including an ele- 
phant which, along with the other objects were neutralized. Siva 
wore the flayed skin of the elephant in this case. This is probably 


what Ārūrar refers to. This will be described and discussed later 
on. 


The third story occurs in the Varahapurina. A great demon 
Gajāsura by name, was like the other demons of the purāņas giving 
endless trouble to Dévas; and Siva fought and flayed him. The 


heroic act according to the Tamilian tradition, took place in 
Valuvūr in the Tanjore District. 


III 


The important point is killing the elephant and wearing its 
skin. The form of the Lord is called Gajüsurasamhüra mūrti or if 
itis merely the killing of the elephant sent by the Rsis, Gajāha- 
mūrti. The Agamas describe this form. Siva appears with either 
four or eight arms holding in the former case, the noose and the 
skin of the elephant with the right hands, and the tusk and skin 
with the left, whilst holding in the latter case of eight arms, the 
trident, the drum, the noose and the elephant's skin with the 
right hands and the skull, the tusk, the skin and the vismaya pose 
with the left. Siva’s left leg is planted straight on the elephant’s 


2. See: Cinatmani, V. No. 2787 — commentary — "Dānaiyin pacuntol pi rar 
ntampir pattal kollum engu uņarka”. 
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head; His bent up right leg is lifted above to the left thigh. 
The tail of the animal is seen as coming over Siva’s crown, 
whilst the skin appears like a halo round the image of Siva with 
legs hanging as artistically arranged. Dévi stands by, terrified, 
holding Subrahmanya in her hands. It appears that the Pērūr 
image answers to this description, and not the image of Valuvūr, 
the place famous for this heroic act, because here the legs take 
a contrary position. 


Another description of the Agama, places the trident, the 
sword, the tusk and the skin in the right hands and a skull, a 
shield, a ball and the skin in the left; the right leg is bent and 
held as in utkuģikāsana. Kāraņāgama gives tanka, deer and sūcī pose 
asin Tirutturaippindi image,* which however has ten arms and not 
the Agamic eight or four hands. 


IV 


Coming to the sculpture of the age of Tēvāram, Rea describes 
the panel of the back of the last but one ratha on the north, 
among the eight rathas at the entrance of Kailasanatha Temple. 
“The group has Siva on an elephant; the death noose is in His 
left hand; His right foot is uplifted on the elephant’s head; He 
holds in the lower right hand a trident and in the lower left a 
niga. He is represented as stripping the elephant’s skin which 
he waves aloft in his two upper hands. At His sides area stand- 
ing figure of a devotee on the left, and two gandharvas on the right. 
The panelled back of the seventh (going to the South) ratha is 
similar to that just described but in this case Siva has six hands”.5 
Rea described Fig. 1 in his plate CXXIII as follows: “Siva with 
the usual weapons sits on back of an elephant. A woman is in 
front."9 A reference to the figure leaves no doubt that it is the 
Gajāhamūrti. Siva is standing on the elephant with His straight 
right leg, whilst the left leg is lifted and bent, straight above its 
head. The trident of the right hand is piercing the elephant. 
The front left hand and the back right hand are holding up the 
skin. Perhaps, there are eight hands. Parvati is frightened and 


3. Madras Archaelogical Survey Report for 1911-12: Plate IX, fig. 2; Plate 
CXXXI, Hindu Iconography, Vol. Il, Pt. 1. 
4. Fig. 83, Gods and Goddesses of South India. 


5. Rea., p. 24. 
6. P. 32. 
To A 
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this fright is very well expressed by her bends of the legs and 
body — so frightened as almost run away without seeing the cruel 
act. In plate LVII, the top panel gives the representation of 
the Gajahamürti. Siva has six hands. The elephant is being pierced 
by the trident held in the right middle arm. The back right arm 
and the front left arm are holding up the elephant’s skin, high 
above the jatūmakuta, which is in a peculiar form of three semi 
circles. The right leg ison the ground with a slight bent; the 
left is raised up to the thigh, the feet resting on the head of the 


elephant — a talasamsphotita mode of dance. The curves and bends 


express the victorious fight. Pārvatī as in the previous figure ex- 
presses fear. These sculptures show that the Agamic rules have 


not as yet become crystallized. 


V 


The frequent representation of this story may be better 
understood and appreciated with reference to the following: In 
the Panamalai Temple inscription, Ràjasimha, describes himself 
as *the Rājasimha, the vanquisher of the elephants? The 
Pallava kings of the Simhavisnu line specialized in the lion pillars. 
Rajasimha portrays therein lions standing on their hind legs in 
the act of springing forward. ‘Under the feet of lions", says 
Longhurst in describing the Panamalai temple, *are the heads of 
small recumbent elephants portrayed as being crushed by the 
lions. Thus the rampant lions appear to symbolize Rajasirhha as 
the lion and vanquisher of the elephants. The latter refers to 
the enemy princes as according to tradition, the lion is the natural 
enemy of the elephant’. Perhaps it is because of this, that this 
king came to be known as merely ‘‘Cinkan or Kalarcinkan". This 
explains the idea of the elephants being placed in the lower 
panels whilst Siva is represented in various forms in the panels 
above, suggesting the crushing down of the elephant, Rajasimhe- 
Svara is the name of the God of Kailāsanātha temple in Con- 
jivaram and these particular panels visualize this significance, 
The Gajasura Samhāra isa more concrete and a more orthodox 
representation of this idea of a vanquisher of elephants by which 
term Rajasimha probably liked his God also to be praised. 


7. The elephant is the symbol of the Ga gas. 
8. Pallava Architecture, Part YII, p. 8. 
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VI 


In that age of divine right of Kings, certain amount of iden- 
tity between the king and God came also to be emphasized. We 
know that in the Eastern Archipelago, lingas were not only 
named after the patron kings, but forms of God were sculptured 
to represent the faces of the patron kings. Pallipatai temples 
in Tamil land were those built on the places where the kings 
were burnt. Adittéccuram was one such built, where Aditya Cola 
died. There might have been, however, such temples of the 
Pallava age. An inscription of the 8th year of Kampavaraman,? 
speaks of a temple built by one Rajaditya at the place where his 
father was burnt. The Matangan Palli Temple of Satyavedu is 
considered to be a temple as the tomb of one Matanga.!? But this 
interpretation of the Palli is wrong, for that will make Tirichirap- 
balli, Mayéndirappalli etc., tomb temples which is against what we 
know of the Paļļis as the original temples of the Jains converted 
into Saivite temples. But though fa//is are not Pallipatai temples, 
there were the latter kind in the Tamil country. Theking is used 
to be called as Perumán Atikal. Katavūr Mayanam as the name itself 
suggests must have originally a burning ghat. 'The name of the 
God there, is Perumān Atikaļ as seen from the poems of Campan- 
tar, Appar and Ārūrar. It may not be a far fetched inference to 
hold that it was a Pallipatai temple of a king. 


Appar living in the reign of Narasimhavarma Pallava I, who 
extended the use of the pillars with squatting base who was him- 
self called Simha, addresses God as *Cinkame 


The Gajāsura samhāra mūrti as suggesting the idea of ‘Simha’ 
the title of the king, explains the beautiful and original pharse or 
compound which Arürar coined and applied to God so lovingly 
*Tayar cinkamē” — “Lion of Devas", a pharse, ‘“‘One better than 
Rājasimha”. 


VII 


Ārūrar refers to the elephant 57 times in his hymns; Ārūraris 
looked upon as a great poet. His rich active vocabulary is 


9. 429 of 1902. 
10. History of Ancient Deccan, p. 384. 
11. Appar, 6: 99: 2. 
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evident in his poems. Without any conscious effort, he has used 
nearly a dozen familiar words perhaps with different shades of 
meaning, to denote an elephant: ‘Atti’, connoting the idea of the 
Tamil term, "Kaimmē” used by him, and *Kuficaram (that which has 
a tusk) are the two Sanskrit words used in their Tamil form. 
Perhaps *Kar?,? also may be traced to Sanskrit if it does not 
mean a black or huge animal, bringing out the same idea as the 
Tamil *Karumān”, 14 or * Maimmā',5 which also Ārūrar has used. 
The other terms are *1a7a7"19 with its variant later form 'Ānat',” 
‘Vēlam ,!8 *Kalirw from ‘kali’? which means, ‘must’, and ‘Pakatu’29 
(from which probably ‘pakattu’ has come). 


As a poet, he describes the elephant. Some of the descrip- 
tions explain the nature of the elephant species, whilst others 
specifically glorify the elephant destroyed by Siva. Ārūrar refers 
to “Mata yana’’,2+ — the elephant of the oozing must. *'Karun- 
katak kaļiru” 22 gives the black colour of the oozing must; 
“Katama kali yānai””,23 refers to the intoxication and pride of the 
elephant, thanks to this oozing. This animal is blessed with a 
crown as big as a *kuripam" or a round vessel, “Kumpa makalizu’’.*4 
It is tethered to a post, “Kampamaruñkari” , and it is always mov- 
ing its body, “Kampa mal kaliru”, (kampam is shaking or post). 
Its feet are big, “Karuntala matak kaliru".? Its food is given as 
huge balls of food, **Kavaļa-k kalirrin””.28 It is hard and firm like 
a mountain and therefore mighty, “Vanpakatu’’.2® Its trunk is ser- 


a rE RO sy CE 
13. 7: 9: 1; 7: 28:4. 
14. 7: 38:8; 7: 90:5. 
15. 7: 21: 5. 

16. 7: 10: 1; 7: 18: 4; 7: 23: 6. 
17. 7: 7. Y; 17: 19: 6. 
18. 7:6: 8; 7: 17: 10. 
19. 7: 6: 6; 7: 17: 5. 
20. 7: 23: 7. 

21. 7: 27: 4. 

22. 7:72: 6. 

23. 7: 42: 7. 

24. 7: 68: 1. 

25. 7: 89: 4: 

26. 7:55: 10 

27. 7:38: 9 

28. 791:3 

29. 7: 23:7 
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ving as its hand, its chief characteristic, ““Kaimma’’.8° As a hand, 
it is like a pipe with a hollow, *'Tuai-kkai-k kari! It lives on the 
mountain, “Malai mēl yanai’’.32 


Gajāsura is an elephant, par excellence, embodiment of 
evil. It has conquered — perhaps uprooted — the mountains 
with extensive slops with its very trunk — so fierce and cruel — 
conscious of its unyielding honour and pride, *Tālvaratkkai venra 
vemmāna matakari".9 Tt is monstrous, fierce and big, “Veyya mā 
kari””,5% Its eyes are fierce; it is fearless, *Venkamyamai 99 Its 
must does not ooze but flow like a river, “Matam ārupata-p 
poliyum,** or, it pours down while it is in the fighting mood. Its 
very trunk is death, “‘Kolaikkai yanai’’.3’ It rules death, “Köl aliya 
puiicaram’’,*8 Its fame has spread slowly but steadily, “‘Pérarum 
mata kari”.39 Nobody could prevent its onslaught on the universe, 
*Tatukka voņņātatēr vēlam”. It is also victory for it, *Venrzi matā- 
kari” 4 


It is this demon of an clephant that Lord Siva conquered. 
This ruler of death was made to die.42 Perhaps piercing it with 
the trident was not enough; perhaps it continued its monstrous 
acts. The Lord had to flay it.** He caught hold of it from the 
front and flayed its skin for becoming His cloth. The hot blood 
was then pouring.down, *'Kurutt cora’’.44 It was an act, giving 
great exercise to His body, “‘Varunta antu uritta”, or, rather it is 
the suffering of the elephant that is referred to. Every act of the 
so called destruction is an act of His Grace. The elephant’s skin 
became His favourite shawl. The cow relishes all the dirts on 
the new born calf and Siva relishes all the refuses of the body of 


30. 7. 38: 1. 
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34. 7: 70: 7. 
35. 7: 62: 2. 
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this demon. He has covered Himself with it full of relish 
“Ittamaka-p pūrttīy”,46 **Kuruti cora’’,47 — with its oozing blood 
still wet, “Iruri”, full of the festering odour of the carcass 
*Pulāl nara’.4® It covers His whole body, perhaps as a halo 
round His body.5 It forms the aureola of his head, * Tol konta 
kular cataiyan".9* The poet himself revelling in the act of Siva's 
Grace, visualizes the beauty of this skin, ‘‘Kolamar kalitu” 52 
Anybody, seeing the representation of this in sculpture, will 
rcadily agree with this aesthetic judgement of our poet. 


VIII 


In the description of the sculptures of this form, Pārvatī is 
found frightened. This is referred to by Arürar.? He views it 
from a few poetic points of view. God was desirous of seeing the 
beautiful fright of Pārvatī and flayed the elephant to kindle this 
expression of terror in her, ‘“‘Natukkam kaņtār”.5* In another 
place, he says that Parvati became frightened at seeing the 
demon and therefore Siva flayed him.55 There is a third graphic 
and poetic idea suggested. Pàrvati became terrified at this heroic 
fight with the elephant and at His terrific form; and therefore, 
Siva flayed the elephant and covered His terrific form till it 
cooled down.5$ The poet brings out the loving fright of the 
woman and the terrific cruelty of the man, as also the tenderness 
of love in the form of Pārvatī and the rank materialism of the 
mass of flesh in the form of the elephant, '*Pavala-k kanivāy” „5% 
and *Kavaļa-k kalitrin"',9 where he contrasts the tender and 
beautiful lips of Pārvatī, tender like the fruit and beautifully red 
like the coral, or tender and frightful like the deer,9? or, beautiful 


46. 7: 6: 6. 
47. 7: 7: 10. 
48. 7: 21: 5. 
49. 7: 23: 6. 
50. 7: 19; 6; 7: 99: 4 
51. 7: 7: 10. 
52. 7: 56: 10. 
53. 7: 6: 8; 7: 30: 1; 7: 33; 4; 7: 69: 3; 7: 99: 4, etc 
54. 7: l7: 10. 
55. 7: 9: 1. 
56. 7: 41: 8. 
57. 7: 6: 8; 7: 9: 1; 7: 99: 4, etc. 
58. 7: 91: 3. 
59. 7: 91: 8. 
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with the tender waist ofa serpent,9 with mountain of food of 
the mountain of an elephant. 


IX 


; These stories are not mere objective experiences as far as 
Arüraris concerned. He very often correlates them with his own 
autobiographical experiences. It is again a glorification of the 
Grace of Siva. The story is that an elephant was sent to carry 
Arürar to Kailas on his last pilgrimage. With a feeling of loving 
and respectful gratitude, he refers to this in his last hymn that 
is said to have been delivered to the sea, *He has flayed the 
elephant and this age long enmity of His against the elephant is 
dissolved along with me. Is it for this He has blessed me with 
this elephant, for me to ride on?’’.62 Some, it must be added, 
hold this hymn as apocryphal. 


The whole story of the elephant has like other stories a 
mystical significance. Ārūrar asks, “What is the import of this 
flaying of the elephant?" Tiruvalluvar speaks of conquering the 
elephants of senses with the goad of knowledge. The black 
elephant of a deceitful world, becomes in the end the white ele- 
phant of knowledge, as experienced in the last episode of Arürar, 
true to the message of *Unmai vilakkam" that the three ‘malas’ 
themselves become the Sat, Git and Ananda aspects of Moksa. Tiru- 
mülar gives his own mystic interpretation of this story: 


* Muttīk koļuvi mulankeri vēlviyul 
Atti yuriyara nāva tarikilar 
Catti karutiya tām pala tévarum 


Attiyin ullelun tanru kolatye" 8 


“The three sacrificial fires were kindled. They did not know, 
that the skin of the elephant is Siva, the numerous Dévas who 
thought of power. Murder was born out of fire”. Is this, a 
reference to the sacrifice of the Rsis of Darukavana? 


61. 7; 93: 2. 
62. 7: 100: 2. 
63. Kuraļ, 24. 


64. Tirumantiram, V. 344. 
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CHAPTER V 


JALANDHARĀSURA SAMHĀRA MŪRTI 


Another of the eight heroic feats of Siva is the conquest of 
Jalandharāsura. This according to the Tamilian tradition took 
place at Tiruvirkuti near Tiruvārūr in Tanjore District. Accord- 
ing to Siva purāņa, the fire, that emanated from Siva’s forehead 
at the time of the burning of the three castles, when let into the 
sea, where the Indus joins the sea, rose up as a child falandhara, 
to grow up and marry a chaste woman Byndā, to conguer and 
plunder the Dēvas after knowing of their riches from the deform- 
ed Rahu and finally, misled by Narada, to demand of Siva the sur- 
render of Parvati herself so as to become the asura’s wife. In the 
fight that ensued with Siva, the demon made Siva absorbed in 
the dance and music of those whom the asura created by his 
magic, so absorbed, that He was unconscious of His weapons 
dropping down. Taking this opportunity, Jalandhara went to 
Siva’s abode in the form of Siva. Parvati could not be deceived 
and she took her revenge by sending Visnu to ravish Byndā, who, 
unable to bear the indignity, committed suicide. When Jaland- 
hara returned to the battlefield, Siva, recovering from the spell of 
music, killed the asura with Sudaršana from the sea. But accord- 
ing to the tradition prevalent in the Tamil land, Siva, drew up a 
circle with his toe on the earth and this became the discus Sudar- 
Sana for killing the demon. This is made clear by Tirumular: 


** Enkum kalantumen ullattu elukinra 
Anka mutalvan arumarai yotipal 
Ponkum Calantaran porceyya nīrmaiyin 
Anku virarkurit tàlicey tang" 1 
A challenge was thrown whether the demon could lift this 


wheel on to his head; the demon did lift it, whereupon it cut his 
body through. 


1. Tirumantiram, V. 342. 
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II 


According to the Agamas, Siva resting on a pair of sandals 
has, in this form of Jalandhra Samharamarti, three terrific eyes but 
only two arms holding an umbrella on the right and water-pot 
on the left with a dishevelled Jatābhāra, adorned with the crescent 
moon and the Ganges; Jalandhara, with a tucked up sword, is 
there, with two arms in añjali pose with the Sudarsana held on 
them. This description of Jalandhara seems to follow the version 
of the Tamil country. 


The next episode is the grant of this Sudaršana to Visnu. 
The form of God is known as Cakradana mūrti or Visnu anugraha 
mūrti. Visnu's original cakra broke to pieces when he hurled it 
against the Rsi Dadhici. Finding no weapon against the demons 
he had to fight, he prayed to Siva for the Sudarsana, which killed 
Jalandhra. He was every day performing pūja or worship with 
one thousand lotus flowers. To test his devotion, Siva secreted 
one flower but Visnu, finding one missing, offered his own eye of 
a lotus. Is he not Pundarikaksa? At once, gratified Siva presented 
the Cakra. It is further told in Tirumantiram which deals with 
the story in four verses? in Tantiram Il, that Visnu could not bear 
this Cakra, whereupon Siva divided Himself into parts and con- 
ferred on Visnu a part of Himself.3 


III 


There were two great temples in the days of Appar and 
Campantar where this presentation of Cakra was said to have 
taken place. One is Cakkarappalli which Compantar refers to in 
Kséttirakkovai.* as, “Van cakkaram mal uraippal ati pērra-k kotutta 
Palļiv”, ‘the Palli where the big discus was given when Visņu 
worshipped His feet’. This place is near the aps 
Railway station in Tanjore. The other place is "Tirumāl pēru 
near Conjīvaram. Appar refers to this story in the first and the 
third verses of his first Kuruntokat on this temple Tirumatpetus 
Campantar also mentions Visnu’s worship. Of course, it is not 
open to us to conclude that these Saints want us to believe that 
these feats were performed in the particular places; for their refer 


2. VV. 367-370. 
3. VV. 368 & 369. 
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to these feats in almost all their hymns. The tradition must. 
have grown probably, because of the first or early representation 
of the episode being made in stucco work before the age of stone 
sculptures, in the particular temples. Otherwise, it is not possi- 


ble to appreciate the claim of more than one place for one and 
the same feat as here. 


Speaking of the Gajaha mūrti, we referred to the tradition, 
that Valuvür was the place of the performance of Gājāka. 
Vaļuvūr is not sung by the Tēvāram pocts except by Appar who 
casually mentions it when enumerating the Vērattēnas. In prais- 
ing Kacci Anékatankapatam, Ārūrar, who alone had sung about 
it, speaks of it at one place, as the place where the elephant was 
flayed. Probably on account of this, a tradition has grown, that 
this feat was performed in this area and people show the fields 
round about it being known even today as ''Amaiyurittàn vayal”, 
which may simply mean, ‘fields belonging to the Gajaha mūrti 


by which name God of that temple must have been familiar 
from early ages. 


IV 


The Āgamas must have framed their standard descriptions 
on the basis of these old stucco representations which unfortu- 
nately are not now in existence and also on the basis of the 
poems of Tēvāram, etc. The Uttarakāraņāgama gives a description 
of the gift of the wheel. Pacific looking Siva, with three eyes. 
jatāmakuta surrounded by a halo and širascakra and four arms, 
carrying, on the right, the drum and the wheel and on the left, 
the deer and the varada pose, sits with the left leg bent and the 
right hanging down, along with Pārvatī on the left and Brahma 
on the right, whilst Visnu with hands in afjali pose worships with 
lotuses and his eye. According to Srītattva nidhi, Siva holds the 
axe instead of the drum and Visnu, holding conch and wheel in 
the back arm and keeping the other two in afijali pose, stands to 
the left of Siva, in readiness to receive the boons; Siva presents 
him with pitambara, Kaustubha and the Cakra along with the name 
Kamalāksa. Yt is clear that the Karanagama gives the first part of 


the story that of worship and Sritattva nidhi the final part, that of 
the gift. 


6. 7: 10: 1. 
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V 


There are two pictures of this worship of Visņu now availa- v 
ble. They belong to the Rajasimha period. One is from the 
Kailāsanātha temple at Conjivaram. Itisin the 12th panel from | 
the East end of the North side of the court of that temple. It is 
represented in plate XLII, fig. 1.^ Rea describes it as follows: 

“Siva, Parvati and two attendants, supported ona lotus by Visnu. 
Siva has Brahma’s head placed on the top ofhisown. An atten- 
dant of Visnu stands by, holding his conch and cakra’’.8 The head 
in the jatāmakuta is not Brahma’s head but Gangā's. Siva is not 
supported by a lotus of Visnu who is kneeling; the lotuses in his 
two hands are those which are offered by him in paja. With the 
left front arm — its fore-finger, Visnu is in the act of removing 
the eye-ball from its socket, for offering itas flower. Siva’s right | 
front arm is resting on the seat. The right back arm is raised up | 
as though holding something probably the cakra to be presented. 2 | 
The left back arm is held up in wismaya pose. The right leg is 
hanging down and resting on a step. The left leg is crossed on K% 
the right. Parvati is on his side. There is a halo also visible. 
Thereis a photo of this,? in Hindu Iconography with a slightly differ- 
ent description. ES 


The other comes from the Airavate$vara Temple of Conji- . + 
varam. It apears on one of the panels on the side of Antarala ¢ 
mantapam. It has to be interpreted as two panels. The lower 
panel represents Visnu worshiping a linga. He is in a submissive, 
almost in a kneeling mood. He bas eight hands. The front two. 
are in the afjali pose. One left hand is coming into contact with 
the liga in the course of this worship. Three on the right and 
one on the left are holding the lotus flowers to be offered. The 
other left hand is holding the plucked out eye, which l 
lotus bud. The upper panel represents Siva Ka 
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IV 


Ārūrar does not refer to Jalandhara separately. It is in con- 
nection with the gift of the cakra that the Jalandhara story is also. 
casually stated. There are nearly nine references to this story of 
the gift in his hymns. The poet mentions the Tamil word ‘4i” 
six times,!2 and the Sanskrit word ‘Cakra two times. It is a 
weapon — ‘Palat. It is a wheel beaming up with a flame — 
‘Cutar à]? 5 One may note in passing that Dubreuil has, on an 
examination of the sculptures of the Pallava age, shown one clue 
to their age, which Longhurst explains thus: ''Sacred symbols 
such as ‘Savkha’ (conch) and ‘Cakra’ (discus) are represented in 
early Indian art without flames of fire issuing from their sides. 
In later art,!5 these symbols are decorated with flames of fire”.1” 
In the figure of Visnu's worship we find in the Kailāsanātha tem- 
ple, the cakra is represented with flames on four sides. Perhaps 
the description of poets like Ārūrar has inspired the sculptors to 
translate their poetry into stone. 


Coming back to the description of the discus, it is “Atal āli”” 


— ‘murderous or victorious cakra’,8 full of fighting excellence — 
«c Poyu viral””.19 


It is in connection with the description of this discus the 
story of falandhara samhāra is given, by referring to the discus as 
the one which killed the asura. The name Jalandhara is mentioned 
twice.?  Jalandhara was on the battle-field and the cakra hacked 
him into two — ‘“‘Ceru mēvu Calantaranai-p pilanta cutar ali. 
Jalandhara was possessed of immense strength; his mouth was 
deep like a cavern (ready to swallow everything); this discus split 
his body into two parts. “‘Pilautaru vāyinotu peritum vali mikkutaiya 
Galaniaran ākumiru pilavakkiya cakkaram”.22 Another event of this. 
war is described without the name of Jalandhara being mentioned. 

12. 7: 9: 2; 7: 16: 2; 7: 53: 9; 7: 70: 7; 7: 75: 10; 7: 97; 5. 
13. 7: 66: 3; 7: 98: 5. 

14. 7: 97: 5. 
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17. Pallava Architecture, Part I, Page 10. 
18. 7: 70: 7. 

19. 7:9: 2. 

20. 7: 16: 2; 7: 98: 5. 
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22. 7: 98: 5. 
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This is a discus which is not the result of action—thus sings the 
creation by Siva’s sankalpa. Siva created this weapon of a discus- 
Pannar kariyatoru patai ali tanai-p pataittu”.>* How it was created 
is not given here but from the reference from Tirumülar cited 
above we know Siva created it by simply tracing a circle on the 
ground with his toe, which on being carried by Jalandhara, cut 
him in twain. There is a head with the discus on it, inone of the 
panels of Vaikunta Perumal temple.** It is not clear whether 
Visnu was also considered to have fought with Jalandhara and 
killed him with the discus. 


VII 


Arürar's description of Visnu in this connection may be noti 
ced. He is'*Māl,?5 a word which suggests his immensity and 
omnipresence as Visnu, his dark colour and also his divine magic 
deluding all. He is "Wetumāl,2$ the towering tall one, suggesting 
the *Trivikrama” form measuring the world, often represented in 
the sculptures of this age.?" He is the resplendent “Mal” —beauti- 
ful and grand—“Tikalum malavām””.28 He is Hari? He is Kannan, 
a word said to be a corruption of thc Sanskrit word Krsna, with 
an underlying suggestion because of its association with the 
Tamil root ‘kan’, that he is the very eye and the dear one. He is 
the Lord of the great Lady of the Earth— Bhūdēvināyaka—**Nilan- 
taru māmakaļ kon.31 He is the Lord of the Lady of wealth $ri— 
* Tirumakal kön” 2. “Tiruvin JNayakan" 33 He is the Lord of the 
Cakra— *Aliyam".34 "This shows that he had a discus already; if 
he wanted another the old one must have been destroyed when 
he fought with Dadhici. That was why Hari wanted a new dis- 
cus.5  Visnu is spoken of as one great with his eyes as lotus.36 


23720795" 

24. Plate LXXXIV, Fig. 3, Rea. 
25. 7: 57: 6. 
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27. Plate LXXXI, Fig. 2, in Rea, 
28. 7: 66: 3. 

29. 7: 53: 9; 7: 70: 7. 

30. 7: 97: 5. 

31. 7: 98: 5. 

32. 7:9: 2. 

33. 7: 57: 6. 

34. 7: 75: 10. 

35. 7: 70: 7. 

36. 7: 16: 2. 
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Visnu’s worship is also described. The story must have deve- 
loped when the Sahasra nama came into vogue. God has there 
fore come to be called the Lord of Thousand names. The worship 
is described in some detail in two verses." Visnu worshipped 
with 1000 flowers. This was going on for many days—‘‘Palg 
nāl”.38 It was an excellent puja— *'Cirappákiya pūcanai.””3% He was 
offering the flowers and praising God with mantras. During one 
such worship he found, out of thousand flowers, one was missing. 
For making up the deficiency—''Kuratvān utraivāka ”,*! he scooped 
out his eye **Kannitantu''*? and offered adorning the Lord with it.43 
This is indeed a famous act.44 God was move and pleased— 
** Purintu" ,55 he offered the discus he prayed for. The purāņas nar- 
rate that the Lord gave the title '*Kamalaksa". Ārūrar states that 
Visnu has become great with the flower of ruddy eye becoming 
the lotus—“‘Cenkan malar pankayama-c cirantāņ”” 46 


VIII 


This is an act of God's Grace," a message of hope to all. 
Arürar says that he himself was moved and inspired by the story 
so much that he immediately took refuge in Šiva.*$ It is because 
this story has some such mystic significance that Tirumülar deals 
with it specifically at some length as already noted. 


37. 7:9: 2; 7: 66: 3 
38. 7: 9: 2 

39. 7: 9: 2 

40. 7: 66: 3 

41. 7: 9: 2 

42. 7: 66: 3 

43. 7:9:2 

44, 7: 66: 3 

45. 7: 9: 2; 7; 66: 3 
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CHAPTER VI 


KĀLASAMHĀRA MŪRTI 


I 


Conquest of death is the dream of man. Saivites represent 
this as realized in the Sage Markkandéya. There are two sides to 
every act of God. From one point of view it is destruction and 
| punishment; from another point of view it is purification and | 

grace. Markkandéya’s eternity is the Death of Death. Kalasamhara 

Mūrti of Kālāri Mürtiis the embodiment of this heroic act of Siva. 

The story of Markkandéya is very popular in Tamil. There wasa 

poet of his name in Cankam age singing the ephemeral nature of 

this world! It is assumed by all, that the Saint Tiruvaļļuvar | 
| refers to this story of Markkandéya.2 According to the purāņas, he 
| was the son of Mrkandu, who performed austerities for being 
| blessed with a child. Siva, according to the former’s choice, gave 
only one child to live for 16 years, rather than useless children 
i who might live up to an old age. This was Markkandéya, and 
| when he was about to reach his 16th year, sorrow clouded his 
1 


parents’ brows, and the boy went to worship Siva. Yama’s servants 
failed to carry him to Yamaloka, whereupon, Yama himself came. 
| Whilst about to bind him, Markkandéya embraced the Linga and 
| Siva sprang forth from there, kicking Yama to death. However, 
Yama was revived, and Markkandéya was ever sixteen years of age. 
This heroic feat, according to Tamilian tradition, took place at 
Tirukkatavūr — the city of ambrosiai pot, in the Tanjore District, 
of the eight Virattanams. — s: 


Il be 


The Agamas describe the image of this mūrti. He stands - 
his right foot on a-seat of lotus, whilst the left is raised up, 
its toe may hit against Yama’s chest. He has three eyes, 
tusks, jatámakuta, four or eight arms the right hand 
case carrying the trident lifted up to the ear and. 


eres 
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varada pose, the left hands being in sūcī pose near the naval and 
vismaya pose near the crown. 


In the latter case of eight arms, the right hands carry trident, 
hatchet, vajrayudha and the sword; whilst the left hands carry a 
shield, a rope, vismaya pose, and sūcī pose. Yama, with karanda- 
makuta and with a look pleading for mercy, is nearby with two 
arms, holding pasa in one and raising the other in aūjali. Instead 
of sūcī pose, there may be varadā pose holding the skull and in- 
stead of vismaya pose, the deer may be held. Silpasangraha places 
the trident and the kettle drum in the right hands and the varada 
pose and the hatchet in the left hands. Kāmikāgama places the 
left leg on the ground whilst the other leg kicks. Trident and 
hatchet are in the right hands, whilst a serpent-noose and saci 
pose are in the left hands. Siva’s eyes and His šula are turned 
towards the neck of Yama who has fallen down. This Agama 
describes another form in which Mérkkandéya is found worshipp- 
pa ing and where Yamais seen to have falled down, while Śiva in the 
lēts Linga looks like the Lingodbhava Mūrti.* According to Karanagama, 
* Pārvati also is there. 


III 


In a sculpture of the Dašāvatāra cave, Ellora,9 Siva kicks 
Yama near his navel; in another,” He kicks on Yama’s chest.? 


In the Chandragiri image,? Markkandéya is found with a noose 
round his neck, embracing the Linga, from which Siva rushes out 
to attack Yama: 


. The forms found in the Tamil Country are like the one 
described i in Kamikagama. The Tamilian representation of this 
i is really dance on Yama as found in Tirukkatavūr, just like 


f P. $varam end. a name where Siva, with 


com a. 
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Coming to the sculptures in the age of Ārūrar, we find fig. 2, 
in Pl. XX XVIII in Rea’s Pallava Architecture, reminding us of the 
modern images of the Tamil land described above. In this 
basrelief, Siva has eight hands with the left leg lifted up as in 
Tiruccenkattankuti image. The hatchet, the noose, the sword, 
the serpent, the vi$maya and sūcī poses are there. The most impor- 
tant thing is that the trident is not there. Markkandéya also is not 
there. Joveau Dubreuil, refers to fig. 2, Pl. XXXV of Rea, asa 
representation of Kaléri mūrti. Here, Siva holds the trident 
upwards in His right hand. The right arm is held up in vismaya 
pose. Of the middle right arms, one is holding a club, whilst it - 
is not clear what the other is holding, The left upper hand holds 
the bow; the middle left has the noose; the lower one is held ina 
pose where two fingers are raised up. 


Visnu is on the left with his hands in añjali pose. There is a 
figure in front, on the left, holding its right hand to the height of 
its crown and the left hand to its chest as though preventing ina 
prayerful mood, full of emotion of fright. This must be Yama. 
There is a figure on the right hand bottom corner, with five cobra 
heads up above the head. In between these two figures is a 
smaller figure—perhaps a boy—and this must be Markkandéya. 
Perhaps Visnu represents the Higher regions and Naga the nether 
regions. The form of Siva appears in a diamond-like rhombus, 
of which the lower angle alone is visible. This reminds us of the 
Lingodbhava mūrti.1? If so, this is very much like the second form 
given above in Kūmikāgama, to this extent. 


V 

There is another representation of this episode on the p 

on the north side of the shrine at the N. W. corner of V 
plate LIV. Siva holds a pasa on the left upper hand 
down with a trident held up in the raised up right 
right lower arm is not seen. A small face is see 
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suggests that itis Yama. The central panel may suggest the 
dance of victory on Yama, like the one in plate xxxviii, with this 


difference, that Yama is lying here one his chest and not on his 
back. 


VI 


The idea, in referring to these details in the Āgamas and the 
sculptures, is to show that the images described in the Āgamas 
are of a later date and even then they were not authoritative 
prescriptions but only illustrative descriptions, that the images 
grew out of the dramatic poses seen in the sculptures which were 
in turn inspired by the poetry of the Purāņas generally and more 
specially by the poetry of Tēvāram. These episodes of purāņas 
must have been enacted as proved by quotations given by us un- 
der other forms of Siva from Cilappatikaram and Nataka Sūtras. The 
striking scenes from these poems were shown in basreliefs by 
the sculptures; for, till very lately, there was nothing but the inga 
as image in Saivite temples. Rajasimha it was, who first intro- 
duced the Sēmāskanda form as a basrelief on the interior side of 
the back wall of the shrine. It was in his age that the forms of 
the various so called later images came to be sculptured. It will 
be shown later on, that Arürar belonged to this age. This com- 


parison is necessary for showing the inter-relation of his poetry 
and those sculptures. 


VII 


There are two important parties in this drama of Yama. Siva 
is the centre of this circle of a drama, with Yama and Markkan- 
dēya as two poles. Mūrkkāņdēya is a vedic Brahmin **Maraiyon'? 
and its other form is '"Mafatyavan”.4 He is a saint of loving heart 
— ** Antanálan^'!* as interpreted by Tiruvalluvar.!6 He is a /máni 17 
—a Brahmacāri—an unmarried boy. To increase the effect of 
contrast between the powerful Yama and the boy, the poet calls 
him a ‘Bala’1® But he is a great boy, ‘“‘Perumpalan’’!® as is proved 


13. 7: 28: 3. 
14. 7: 66: 1, 
15. 7: 55: 1. 
16. Kur., 30. 
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by his act. He was well-versed and perfect in the Vēdas, 
*"Maraiyēn”*,20 and the various šāstras or arts. The import of these 
inspired him to worship at the feet of the Lord with all care and 
devotion—‘‘Nirampu pal kalayin porulalé porrit tan kalal tolumavan””.21 
“What is the use of learning, if the learned worship not at the 
feet of the Lord of pure knowledge?’ asks Tiruvalluvar.22 “You 
are my only refuge" —so saying he fell at the feet of the Lord— 
**Taūcam enru tan tāļatu atainta pālan”.23 He is therefore '*Atiyan" 
—the man of his feet; He is a servant; a saint. When one takes 
refuge in the Lord, he has no egotism; no selfish interest; he is 
submerged in Him; it is all thereafter God's work, whatever he 
may do. God becomes his beloved—'* Vāramāy?”.2% He worshiped 
God’s feet in the traditional way with fresh flowers bubbling with 
honey; the Lord is fond of this flower-offering, of beauty, love and 
self-sacrifice; for, the worship is born of subdued and conquered 
mind; volcanic passions become peaceful and calm in love towards 
God—‘‘Arum anpār””.25 These lovers are happy in offering them- 
selves and their love—‘“‘Ittukantar’’.*® It is the worship of such 
that Lord likes most, '"Ukāntar malar-p pūcai iccikkum iraivar””.2" He 


is a ‘‘munivar’, a saint.?8 


VIII 


According to ancient Tamil literature, man’s marriageable 
age is sixteen; he becomes then a man, whilst he remains a youth 
or pilan, “Mani” or Brahmachari, till then. — Markkandeya was in 
that age of the limit of boyhood. He was the cream of the culture 
of his day, spiritually and intellectually. He was performing 
worship at the feet of the Lord. To him came Yama. He was 
<Kūrram2% one who divides the life from the body on the appoint- 
ed day. The forms “Karram?’,2° ‘“‘Katru’’, “Kürran”,? are 


20. 7: 28: 3. 

21. 7: 62: 6. 

22. Kur., 2. 

23. 7: 68: 4 

24. 7: 66; 1 
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found. He is pre-eminent and great that way—“Arunkarru” 33 
not like others bringing life to an end. The other word used by 
the poet is—'*Matankalán'91—a word as old as the Cañkam litera- 
ture.35 It means one making life go back; one who brings out 
involution; one who brings about absorption.$ The secondary 
meanings of end, lion, thunderbolt, and the submarine fire bring- 
ing out the end of an acon suggest the cruel strength of Yama. 
He is the Lord of time—the lord of life, coming like an unfailing 
clock —*'Kuriyil valuvak kotun kūrrw”,* correct to the second, 
He is ‘kalan’.88 He is an angry hard-hearted adamantine— 
“Venkalan’®.39 “Katiya vankülam"^ and cruel Kala. But all the 
same, there is Dharma in his act, giving no room for any partiality 
working like a law of nature; he is Dharma meting out even-han- 
ded justice—“ Taruman”.t Yama is used in the Tamilian form— 
* Naman".3? He carries the Danda or the Club: it is his sign— 
““Tantamutait taruman” 43 He spreads his net of a paca or rope— 
*: Valaiyam vaitta kürram".*! He carries the spear (Sila) with blots 
or stains of blood—‘‘Karai kol vélutaik kalan’’.4® With all these 
paraphernalia he went on Markkandzya. He knew not what would 
follow or what should follow—‘‘Vilaippariyata venkalan’’.46 Into- 
xicated by his irresistibly hard and crushing victories, he came 
on him who had taken refuge in the feet of God with no 
interest or thought or act of his own—on one submerged in 
His feet. The poet contrasts the child and Death with effective 
assonance—‘‘Palan mēl vanta kalan’’.4? The same idea of the 
contrast between the boy who has not reached manhood and 
the Lord of the very end of times, is again emphasised—'* Mani tan 


$3. 7: 63: 4. 
34. 7:6: 1. 
35. Kali., 2. 
36. Paripafal—1: 44 
37. 7: 93: 10. 
38. 7: 43: 4. 
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40. 7: 22: 6. 
41. 7: 10: 6. 
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mēl vanta Kalan’? 48 Tt was not only intoxication of power, blind- 
ing his eyes to the future, but the cruel-heartedness knowing no 
sympathy that egged Yama on to rush with bubbling anger on this 
innocent child — **Pālanatāruyir mēl pariyātu pakaittelunta Kalan’?49 
unable to brook an obstacle on his way. Whilst the innocent 
youth was forgetting himself — in his self-surrender to God, 
Yama, regardless of this, came to bind him with his rope—‘Mati- 
Jātē kattuvān vanta Kalan’’,®° to remove his life — * Tolumavanaruyi- 
raip pokkuvan” „51 


There was nothing more to be done by the boy. This intoxi- 
cation of power, recklessness about the future, diabolical disre- 
gard for childish innocence and complete absence of love on the 
part of Dharma or executor of the law of Nature demanded divine 
intervention. God stood between Yama and the boy Saint — 
“‘Vilankalan’’® the loving God. His eyes became red with anger— 
“Kan-civappān”.5 The eyes turned blue with increased rage and 
hatred of this unrighteousness — *'Karuttan".4 He was burning 
with rage against him — **Kalantannai-k karuttam".95 The anger 
expressed itself in a kick **Kalan-ciriya kalutaiyam".5 God leapt up 
and dashed against Yama — Pàáynta".9 This fact is made impres- 
sive by assonance — “‘Kalarcitiya kalutaiyan",S “Kalanatk kal kotu 
vintaviya-k kolli”.5% This follows the pattern of the name '*Kala- 
kāla”, the Yama unto Yama, the Lord of Time for the Lord of 
Time himself. There is an underlying meaning of Kal. The 
anger did not pass beyond the leg. The kick was on the heart — 
<«Mejicilēr utai konta".9" The beautiful and tender toe but touched 
him — ‘‘Tirumelviralal’’.61 The chest gave way with a tear — 
“Uram kiliya".9^ The revulsion felt by His feet of many past 


48. 7: 69: 9. 
49. 7: 99: 3. 
50. 7: 69: 9. 
51. 7: 62: 6. 
52. 7: 12: 1. 
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victories against the diabolical act of Yama was indeed so great— 
* Mun. cayamār pātattāl muvintukanta””.*? ‘There was a happy satis- 
faction at this inborn revulsion — “‘Ukanta’’. The kick was a 
terrible feat — **Utaitta kotuntolil’”.®8 This description of the kick 
on the chest must have inspired the Āgamas to describe this pose 
as mentioned above. Yama was confused — *'Kalanga”.** God 
smashed him — *Kumaittan."95 Yama fell down — Vila’ on 
the ground perhaps like a heap of feathers — * Pattukum pāritat” „67 
The life was as it were hacked to bits — *'Cekutta”.** The light 
of Yama was put out — *Vintaviya".9 The measurer of time had 
his own life measured out and cut — Kalan kalamazuttàn".? The 
poet revels in this pun and oxymoron. Yama who came to snatch 
away the life of the boy, his great life itself was snatched away 
by God — “Vanta kūlantan āruyir atanai vavvinay" ." His life went 
back — ‘‘Matiya’’™ to involute. This Yama was famous for separ- 
ating the life from the body but his life itself was now thus sepa- 

rated.? He came to make the life depart from the worshipping 

Saint, and God thrust aside the very life of Yama.” He who 

destroyed others’ lives, had his own life destroyed — “Uyir 

vīttinīr”.'5 He was killed. God was this great executioner. 

Thus did the Lord punish — *'Kafintitta”;"* this worst suffering 

was inflicted on Yama with the legs." God was victorious in this 

straight fight without any trickery of military stratagem — ** Kala- 

naik kālāl katanta".? Verily He is “‘Kalakala.’® 
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It is true it was the kick that was glorified for the heroic 
feat. The heroic kick appears to Ārūrar as God's creation.” But 
God carried also the murderous spear, shaped like three leaves. 
Its juxtaposition with the kicks®! suggests that they were both 
responsible for the victory. Do not the Agamas refer to this tri- 
dent? He had the weapon of a hatchet or an axe, felling Yama 
down after kicking him down — **Kūrrutaitta eriyum maluvat patai- 
jin".8? In the plate of Rea, the axe is held downward by Siva as 
though in a position to use it on Yama. 


IX 


The story has, like others, a significance of its own. Every 
destruction of God is a constructive act. Weeding is necessary 
for cultivation. “Konrāy kālan uyir kotuttāy maraiyonukku’’® gives 
expression to this truth most beautifully, especially because the 
poet has made the one word *Uyir' — ‘life’ — to swing forward 
as an object of the verb *konrāy” (killed), and swing backward as 
the object of the verb *Kotuttay' (gave), like the light of the cen- 
tral place illuminating in front and back. The doctrine of grace 
is the message of Arürar. Laws of Nature are but servants of the 
Lord and of those who take refuge in Him. This isone of the 
stories, which, the poet states, has inspired him to take refuge in 
God.*4 

This conquest of Yama has to be an ever-recurring episode. 
“I have myself to be saved from the messengers of Yama’’.® 
“God protects, at Anékatawkapatam, my people also from the 
people of lama".9 In a hymn, the poet suggests indirectly that 
unless he worships God like Markkandéya, hearing the words that 
Yama, spreading his net, is standing just above our heads in the 
sky, he cannot be saved.’ This is the significance of the eternal 
play of the Lord. 


X 


It is not Markkandéya alone who was saved; Yama also was 
purified. He also was released from ignorance and intoxication 


80. 7: 94: 5 

81. 7: 56: 3. 

82. 7: 93: 10. 

83. 7: 28: 3. 

84. 7: 55: 1; 7: 66: 1 
85. 7: 55: 1 

86. 7: 10: 6 

87. 7: 5: 8. 
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of power. He was purified and sublimated. Yama was thus re- 
leased of the fetters. What is this mystery? “What is the import 
of all this?" asks the poet. The esoteric meaning is thus em- 
phasised. Has not Tirumilar himself sung, 


< Mūlat tuvārattu mūļum oruvanai 
Mēlait tuvarattu mélura nokkimun 
Kālurruk kālanaik kāyntanki yūkamāy 
Jūālak katavūr nalamāy iruntate” °° 


The Saint here seems to be suggesting an explanation of 
Yoga: “From the mūlādhāra flashes forth the One. He should be 
seen up above the Sahasrāra also (or, the inner principle as the 
one of the supervening exterior should be seen). Death is con- 
quered through breath. This is the Yoga of Fire. (Or, there He 
is well in Yoga). He is comfortable in Katavūr (which means the 
city of the body in the world). . 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


CHAPTER VII 
ANDHAKĀSURAHARA MŪRTI 
I 


Yama is called Antaka, one who brings about the end but 
there is an Asura Andhaka conquered by Siva, according to Tamil 
tradition at Tirukkēvalūr, in the South Arcot District, once the * 
capital of the Malayamàn kings and of Céti Natu of Meypporuļ 
Nayanar, which is referred to as a Virattana or a place of heroic 
feat by both Appar and Campantar.! But the word Andhaka is 
written in Tamil as Antakan. Therefore, as to the two references 
where Ārūrar speaks of ‘“‘Céruttir alar cūlattil Antakanai?? and 
“Irul mēvum Antakanmél tiricnlam pāycci”*3 one cannot easily decide 
whether the poet is referring to Yama or Andhakāsura. 


II 


*Andh' plus ‘ka’ makes Andhaka; it means one who is blind. 
It is the name of an asura, son of Kasyapa and Diti. He is repre- 
sented as a demon with 1000 arms and heads, 2000 eyes and feet. 
He was called Andhaka, because, he walked like a blind man 
though he could see very well. He was slain by Siva when he 
attempted to carry off the ‘Parijata’ treet from heaven. Accord- 
ing to Matsya Purāņa, he was about to be killed by Siva for having 
attempted to carry off Parvati. The Upadésa Kandam in Tamil — 
a part of the Maha Skānda Purāņa — makes him win blessings from 
Siva after severe austerities. He went about harassing the Devas 
and when they fell at his feet he ordered them to assume female 
forms, wear ladies’ garments and to depart in safety. This re- 
minds us of the tradition in Tamil land where the heroes, to 
insult their enemies, made figures of them in womanly form, 
carrying ball and other womanly toys, and raised them up along 
with the flag of their kings.5 


The Dēvas departed to Mount Kailas, but in spite of his pro- 
mise Andhaka pursued them there. Siva sent Bhairava. The 


1. Appar, 4: 69 and Gampantar, 2. 100. 
9. 7e Gp 9 

GB 5 WG. 2s 

4. One of the paitca-tarus. 

5. Pattuppāttu I, 1l., 67, 68. 
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trident ran through his body and he was held up whilst the blood 
dripped into the cup of skull held by Bkatrava. After thousands 


of years, at his importunity and humble supplication, his body 
was lowered; he was made a gana. 


Ill 


Andhakāsura sanuhara form, never became popular in Tamil 
Land, though the first act Siva’s heroism mentioned by Tiru- 
'mülar is this Andhaka Samhāra. The Upadēsa Kandam confuses 
Andhakāri Marti with Bhairava Mürti. According to the concep- 
tion of ‘Asta Virattinam’, the heroic acts are those of Siva and not 
of Bhairava or Virabhadra. No sculpture of Andhakāsura Samhàra 
comes from the Tamil Country. Nor, is there any description of 
it in the Agamas. But sculptures from the cave temples of 
Bombay explain the form. Hindu Iconography® illustrates this and 
explains. “Siva baseight armsin two of which he carries a trišūla 
at the end of which is pinned the body af Andhakāsura and from it blood 
drips down. Siva himself bears the Kapāla to collect the blood. On 
the left, squats on the ground, Kali, carrying a dagger and skull- 
cup to collect the blood with a dakini, half human, half bird, 


sitting on her head. Dévi is seated on Padmāsana on the left of 
Kāli”, 


_ The portion underlined may explain the references in Ārūrar 
Though the trisūla is found in the hands of Kālāri Marti, his 
heroic act is that of his leg whereas in the references under dis- 
cussion, the heroic act is spoken of as the trident's. '"Pāycet” 
brings out the conception of pinning. The trisūla is fiery. An- 
dhaka is dark. Therefore, one is correct in interpreting these 
references as speaking of Andhakasura 


IV 


As already stated, Tirumülar mentions this Andhaka Samhara 
first in his enumeration of the heroic deeds of Siva: 


**Karutturai antakan tanpol acuran 
Varatrin ulakat tuyirkalai ellam 
Varuttancey tan enru vanavar vēņtak 
Kuruttuyar cūlankaik kontukon rané\’’® 


6. Vol. II, Pt. I, Plates XLV — Fig. 2, XLVI, XLVII. 
7. P. 193. 
8: Tirumantiram, 339. 
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“The Asura, who moved like a blind man full of the pride of 
his imagination in which he dwelt, teased and harassed the living 
beings of the world, thanks to the power conferred by divine 
blessings; Devas complained to Siva and prayed for his removal. 
The Lord took up the trident, going up like a tender shoot and 
killed him"'—a generalized story of the suicidal policy of all who 
became blind with pride and power. 


Siva’s destruction always end in abounding Grace. In this 


story also Andhaka is said to have become a gana. What is more 
important is the story given in the Vāmana Purana, where Bhyūgin 


was the name conferred by Siva on Andhaka after this demon had’ 


proved himself to be a staunch devotee of Siva. .Bhrůgin repre- 
sented with an emaciated body holding a staff and a rosary, 
with a third leg, to support the body and with eyes always direc- 
ted towards Siva. An image of this Bhrxgin with three arms and 
legs was set up in the Tanjore temple by a subordinate of Raja 
Ràja I. 


There is a terrific form with 12 hands on the 18th panel on 
the south side of the court in the Kailasanatha temple.? The 
person sitting with afjali may be Andhaka after he was accepted 
by Siva. 


9 Plate No. XXXVIII, Fig. l, Rea. 
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CHAPTER VIII 
BRAHMA S$IRASCHEDA MURTI 
I 


(1) 


Brahman originally had five heads and one of them was cut 
off by Šiva as a punishment for insulting the latter. This account 
is given in many different ways. The Kürma Purana version is as 
follows: Once the Rsis inquired the Creator of the basic source of 
this universe and Brahman proudly declared himself to be that 
source and origin. Siva came on the scene disputing this claim. 
The Vedas and the Pranava walked in to assert Siva’s greatness, 
but to no purpose. A great pillar of light flashed forth in which 
was found Siva. The haughty head of unrelenting Brahman was 
ordered by Siva to be cut off by Bhairava. The Creator’s intoxi- 
cation of Power was thus cured. 


(2) 

The Varaha Purana gives a different version. Brahman created 
Rudra and called upon him to protect the world, but addressed 
him as Kapali—an insulting term which so enraged Rudra that he 
plucked the fifth head of the Creator with his thumb nail. This 
head stuck to Rudra’s hand. At the latter’s request Brahman 
prescribed the Kapalika penance for twelve years, wearing a sacred 
thread of hair, garland of bones and a cūļāmaņi (cüdámami) of 
the skull and carrying a skull filled with blood. : 


(3) 

Brahmanda Purana gives a variant story of the falling away of 
the skull. To put down the pride of the Dévas, Indra, Visnu and 
Brahma, God went about begging for the blood of self-sacrifiice, 
to fill up his bowl of skull. It never became full. Siva went to 
Visnu's place where the men at the gate especially Visvaksēna, a 
partial form of Visnu, obstructed Siva, only to be pierced through 
the chest and carried about. Visnu with his nail of the finger 
tore his forehead to offer his blood for filling the bowl of a 
skull. Tens of thousands of years elapsed but the skull was not 
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filled up but Visnu collapsed because of this haemorrhage. The 


form carrying the karikāla or skeleton of Visvaksēna, a form of 
Visnu, is Kankūlamūrti. 


According to Kūrma Purāņa, when Bhaivara followed by an 
army of Bhūtas, went about begging, all the women of the houses 
he visited fell in love with him This is the Bhiksātana form. 


(4) 

The Linga Purāņa gives a different version, which is the one 
finding favour in Tamil tradition. The Rsis of Darukavana, even 
women and children, relied, on the sacrificial fire for taking them 
to Heaven, even without the necessity for any God. They thus 
forgot the pravytt márga or worldly ways of life. Their atheistic 
pride had to be curbed. Siva went about their houses, begging 
naked, whilst Visnu in the form of a captivating woman or 
‘Mohini’ went to the place of sacrifice of the Rsis. The Rsis fell 
in love with Mohini and their wives with Siva. It is only with 
great difficulty the women following Siva could be brought home. 
Brahman advised them to worship Siva’s Linga form. But there 
is another version given in Tamil Kantapuránam which is also found 
in Suprabhédagama. The enraged Rsis, realizing the truth, perform- 
ed a sacrifice to kill Siva; a tiger, an elephant, a lion, a black 
buck, an axe, a skull, the moon, a bull, snakes and an afasmara 
came from the fire; the Rsis sent them one after another to kill 
Siva. Siva took the axe, the black buck and snakes as his play- 
things; apasmára was trampled down under his feet; lion, tiger and 
elephant were flayed and their skins were worn by Siva; the skull 
and the moon became his cūļāmani. 

(5) 

With reference to the ‘kankala’ also, there is a different ver- 
sion. When probably the conflict between Saivism and Vaisna- 
vism became intense, the Saivites for every one of the incarnations 
of Visnu, had a feat of Siva putting down Visnu's intoxication of 
power. When Visnu took the Trivikrama form and sent down 
Mahābali to the nether-worlds, his intoxication of power was so 
fatal to the universe, that Siva had to knock him down on his 
chest with a Vajra dauda; Siva flayed him and put on Visnu's skin 
asa robe and carried the backbone as a club. Similarly the tusk 
of the bear in Varēkāvatāra, the shell of the tortoise in Kūrmā- 
vatāra, the skin of the lion in Warasimhāvatāra and the eyes of the 
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fish in the Matsyāvatāra were taken out and worn as marks of 
victory. These give rise to Varahari, Simhaghna Matsyāri forms. It 
will be seen that flaying of the lion, etc., said to have been per- 
formed as against the Rsis of Dārukavana, are said to have been 
effected at the time of some of the incarnations of Visņu. In 
other avatāras of Rāma and Krsna, Visņu is conceived as worship- 


ping Šiva. 


(6) 


The story of the cutting away of the head of Brahman shows 


the superiority of Siva amidst the Trinity of Gods. "The Tamil 
tradition is preserved in a verse: 


«Pūman ciram Kanti, Antakan Koval; Puram Atikai; 
Maman Pariyal; Calantaran Virkuti; Mā Valuvūr; 
Kaman Kurukkai; Yaman Katavür; Intak kacimiyil 
Tēmannum konraiyum tinkalum cūtitan cēvakamē.” 


«These arein this world the heroic feats of Him, who adorns 
Himself with honeyed kovra: and the moon (destroying the fol- 
lowing): The head of the Lord of the flower at Kantiyür; Andhaka at 
Kovalür, Tripura at Atikai; the father-in-law (Daksa) at Pariyal; 


Jalandhara at Virkuti; the elephant at Vaļuvūr; Kama at Kurukkai and 
Yama at Katavūr. 


According to this verse this feat took place at Kantiyür in the 
Tanjore District. 


Il 


Ārūrar refers to this story. He saya that it took once upon a 
time in that far off day — Anrw.! Brahma is referred to as ‘Pira- 
man? the Great’, or Aya? 9, a variant form in Tamil of the Sans- 
krit word ‘Aja’ (the unborn). He is described in relation to his 
seat as ‘“‘Arumalaron’’—the Lord of the rare flower or the precious 
Lord of the flower'^ In the absence of any epithet, the flower 
means the lotus: Pū enappatuvatu pori val pave; and Arürar makes 
this clear by specially mentioning the lotus and speaking of 
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o «Tā Us i 
Brahma elsewhere as *Támaraiyow 5 ‘the Lord of the lotus’. He is 
also described in relation to his function in the universe as Crea- 


tor. Ari i 7 j i 
\riirar refers to him as “Par pataittan’”’,® ‘the Creator of this 
world’. Brahman is a Brahmin—‘Antanan’.” 


The reason for inflicting this punishment of cutting away 
the head is suggested by the epithet ‘Evra’ attached to the word 
‘Antanan’ above mentioned. ‘Era’ is ‘one who has taken up’ — 
here, ‘one who has assumed the offensive or the disputation’. 
Eura antanan” is a contradiction in terms, the hot offensive atti- 
tude being inappropriate to the beautiful and cool loving attitude 
of a Saint. God was magnanimous in that, only one head was cut 
off. For, Brahman had five heads — “Talai aintu”;? “Giram aficu 19 — 
it is thus seen the poet uses both the words the Tamil ‘talat’, and 
the Sanskrit ‘siras’ in its Tamil form *ciram”. One of these heads 
was cut away — ‘arutta’. It was done indeed so quickly — in 
the twinkling of an eye — *Katuka... aruttay" 3? The skull 
according to the story became attached to Siva's hand. Ārūrar 
states that the Lord, of His own accord, had the skull attached 
to His hand:!3 Cérttavar’. There is another reading ‘Céttavar’ 
which means “One who has put down’ but in this reading there 
is no assonance. 


III 


The description of this form known as the Brahma Straschēda 
mūrti is given in the Sritattva nidhi. Siva is white and has three 
eyes, four arms and a jatamakuta, patrakundala in the right ear and 
nakrakundala in the left ear, carrying vajra and the axe in the two. 
right hands and the skull of Brahma and šūla in the left. Various 


forms of Bhairavas are also given. 
Rea gives a description in page 31 of a panel in the Kailasa- 


nātha temple in which he identifies this form. “Cell No. 14 
shows Siva cutting off one of the heads of Brahma and holding it 
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in one of his left hands. Brahma sits in a dejected attitude on the 
left. A devotee with arms crossed in amazement, sits under Siva 
on Brahma's right. In Siva’s right hands are sword, trident, 
snake and noose; in his left, are Brahma’s head and broken sym- 
bols. There is not much plaster on the panel and the deep and 


bold cutting is seen to advantage, giving fine effects or light and 
shade" 14 


In this representation, the head is held by the tuft; it does 
not stick on to the palm with the skull downwards. This reminds 
us of the representation found in Tanjore of Virabhadra holding 
the head of Daksa over the fire.^ The similarity may suggest that 
what Rea describes also is a representation of the cutting away 
of the head of Daksa. The number of hands also are more than 
what is ascribed to this Brahma Siraschéda murti. But the state- 
ments of the Agamas are never followed especially with reference 
to the hands; and that is one reason why we have been holding 
that these statements are not prescriptions but illustrative descrip 
tions. As for the holding of the head by the tuft it is very doubt- 
ful whether Ārūrar is thinking of the cutting away of Brahma's 
head with nail or the thumb. Ārūrar does not make mention of 
the thumb in connection with Brahma, even as he makes mention 


of the toe in connection with Ravana. The root of the verb used 


is ‘aru., to cut —a word used for cutting away the paddy with a 
sickle held in one hand whilst holding up the top portion, with the 
other hand. Some such thing is intended here as well: holding 
the head’s tuft with one hand and cutting it away with ‘khadga’ or 
sword as represented here. 


IV 


(1) 
Kapalika Penance: 


In this story, it has already been stated that the head of 
Brahman stuck to the hand of Bhairava and for getting rid of the 
mark of Brahmahatya, Kāpālika penarice for twelve years was pre- 
scribed. It will be seen that the penance prescribed is as pointed 
already by Mr. Gopinatha Rao, almost the same as the one 
prescribed by the Apastmba Sutra for the murder of a bhrana 


14. Plate No. XXXIV, Fig. 1 gives this picture. 
15. Gods and Goddesses of South India, Fig. 100. 
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or a Brahman of great learning and good conduct by another 
Brahman. 
“Atha bhrūņahāšvājinam kharājinam va bahirloma 
paridhàya purušaširah pratipānārtham ūdāya | | 
Khatvāiigam daņdārthē karmanāmadhē yam prabruvāņas 
camkramyéta ko bhrūnaghnē bhiksamiti | | 
Arāņyē kutīm Krtvà vāgyatah šavaširā 
dhvajo ardhasāņībaksam adhonabhi uparijanva 
dcchadya’’ 19 


“The murderer of a learned and good brahmin, wears as 
an upper cloth an animal’s skin—ass’s or horse’s (dog’s?) — 
with its hairy side appearing outside; he carries the skull as a 
cup to drink with (and as a bowl to eat with) and the bones 
as a stick. He begs (only in seven houses a day) saying: ‘Who 
will offer alms to the murderer?’ He himself constructs a hut in 
the forest with a skull flag and wears hemp cloth not going 
below the knees". As already stated, Varākaburāņa describes 
the Kapalika penance as wearing yajžēbavīta of hair, garland of 
bones, sirémani of a skull and carrying in hand the cup of a 
skull. 


(2) 
[a] 


The Skull: 


In the mahavrata, the skull adorns the head as a crest jewel 
and the garland of skulls is worn as the garland of beads. Ārūrar 
often refers to this idea of skulls forming ornaments—‘“‘Ofutaryan 
kalana.’?8 ‘He hasthe skull as his ornament’. His ornament is 
the head or skull, **Ciram entium kalanan.”'® He has a crest where 
fits in as an ornament a foulsmelling head, adorned by rushing 
kites— “Parani mutai talai kalan ena Maruviyā...... mutiyinām”.20 He 
places the crest jewel of a head on his head, *Talaikkalan talaimēl 


16. Hindu Iconography, Vol. IX, Pt. I, p. 300. 
17. Ap. Dh. SU., Har, Gom. 1, 10, 29. 


18. 7: 97: 4. 
19. 7: 86: 5 

20. 7: 72: 8 
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tarittān””.22 The garland of beads also comes in, ‘‘ Zalatkku-t talai 
mālai aninta tenné?®— ‘Why have you adorned your head with 
the garland of beads of skulls’? 


[b] 

This ‘vrata’ is also called ‘Kapalika vrata’ because of the skull 
held as a bowl and a cup. Was not Kāpāli, the term of abuse 
resented by Siva — the very starting point of this feat ? As such, 
this term becomes full with the meaning of this divine feat. It 
has become a beloved name of the lord. Is there not a sect of 
Saivites calling themselves Kapalikas? Ārūrar refers to Siva as 
«Kapāli” 25 and "Kāpālv';% ** Muntam tarittir’’,2>—‘You hold or adorn 
yourself with the skull or the head. 


[c] 

The serpents also beautify the Lord on the occasion of this 
special feat. Ārūrar refers to the serpents and the skull both toge- 
ther, **Aravam parm...... Kapālam enti? ,5—*He catches hold of the 
serpent and holds the skull’. This skull is that of Brahma and it 
is in this the begging has to be done. What is a punishment for 
others is a glory unto the Lord. There is no Law above Him but 
He Himself places Himself under the Law to prove its omnipo- 
tence. “Ayav ciram arin tatil palikontu amararukku arul veļibpatuttān””2" 
—‘He made His Grace manifest unto the Dēvas by begging in 
the very skull of the head He had cut off from Brahma’. ‘He begs 
in the skull of the head of Brahma —* Piraman talaiyir paliko ?3 
The skull, under the circumstances explained above, may bea 
bowl for others; it is a jewel, a sign of divinity as far A. the Lord 
is ease because of His act of Grace, “Otu nankalana un palīkku 
ulālvānē 29— la who roams about for thealmswith the precious 
jewel of a skull. Itis not only Cnankalam"— the crest jewel 
*Tamaraiyon talai kalanā-k kamaram mun pati unpali Prid 
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paraman? — “The great Lord who wanders about begging for 
alms with the skull of the Lord of lotus as the jewel of jewels.’ In 
< Talai-k kalan”, there is a pun on the word ‘talai’; it means the 
head or skull and also the first or the chief ornament. 


[d] 

Unless Brahman was dead, there was no necessity for a 
penance, Arirar therefore suggests his death and implies Brah- 
man coming to life, thanks to the Lord's Grace — ‘‘Vintavar talai- 
yótu kaiyün?*9t — ‘He whose mark is the hand with the skull of the 
head of him who died'. Brahman becomes converted and per- 
forms pūja or worship over-powered by this Grace of the Lord. 


* Tankamala-p poykai putai cūlntalakār talattil 
tatankol perun kēyil tawil takka vakaiyālē 
vankamala-t tayan munnal valipàtu ceyya 
makilntaruļi irunta paran" 9? 


‘It was a beautiful place surrounded by cool lotus ponds. 
Therein was the expansive great temple. Once upon a time, the 
Unborn (Brahma) of the great lotus worshipped Him in the proper 
way. He was pleased and stayed there out of His Grace abound- 
ings. He is the supreme principle — *Param. Fig. 2 in plate 
XCI in Rea's Pallava Architecture probably refers to the worship of 
Pārvatī and Šiva by Brahma. To befit the worship by a Lord of 
knowledge and ceremonies, God is with Yogapattayam and rosary, 
though seated with Parvati. Brahma is sitting down. 


[e] 
We have given the references to the skull where it is specifi- 
cally stated, it is Brahma’s skull. But there are other references 


where the skull is mentioned as a bowl without describing it as 


Brahma’s Talai kai ēnti”33 — ‘Holding the skull in the hand’; Talat 


‘Holding the skull in the palm of the hand’; Talat- 


ankat enti $$ — 
«The rare alms received into the skull. Butin 


gitai-ar pali” 35 — 


(Oo 

© 
umaūas 

(op) 
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commenting on the Apastamba Sūtra quoted above, Haradatta 
writes: Purusasya širē yasya kasyacit mrtasya Sirah”? — ‘The head 
it is that of the murderous one or of any dead man’. Therefore 
any head is sufficient. We have referred there what other heads 
are there to the Pāņtararika dance on the ashes. This is after the 
destruction of the Universe when everything remains involved in 
Him as if for rest; God wears the dead bones and the skulls and 
dances. This is expressed by Manikkavacakar: ‘What is this my 
dear Lady, look there He wears nerves and bones and loves the 
skeleton placed on His shoulders! Hark, you, to this, how this 
skeleton came! At the time of destruction He adorns Himself with 
these two so that they may in Him abide by their time; i.e., in 
Him they will be made alive after rest'.39 This refers to the stage 
of evolution. Appar also has an explanation: "The great ocean 
submerges (everything within it). There is the deluge. Brahman 
goes and dies submerged in the great dark ocean. There is the 
corpse of this dead man. Thereisalso the corpse of the Lord of 
the hue of the blue sea. The Lord carries them all and becomes 


the Lord of the skeleton, Our Lord plays on the good vīņa so 
that the ocean may recede’ — 


“Perunkatal mūti-p piralayan kontu piramanumpoy 
Irunkatal mūti irakkum irantān kaléparamum 
Karunkatal vannan kalēbaramum kontu kaūkāļarāy 
Varunkatal mīļamm remmirai nalvinai vācikkumē”.37 


The Kapala dance isin one sense the dance of involution. 
There the skull is not that of Brahman alone. 


In the light of these explanations the references to skulls in 
plural may be understood. It will be clear that Ārūrar, who has: 


confessed that he is expressing only what Appar and Campantar 
had expressed, believes, in the same explanation. 


[f] 

Irantār talaiyir palikētal”,58—R eceiving alms in the skulls of 
the dead persons’. If Siva is the Lord of involution or destruction 
as it is called, kapala is the emblem of this destruction; it is the 
capital of his trials of Divinity and it is His great penance bearing 
36. Tiruccalal: 11. 


37. 4: 113: 7. 
38. 7: 4: 6. 
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up with this for the sake of their future salvation — bearing the 
cross for others: **Gettavartam talāiyir palikolvaté celvam ākil attavam 
āvatu ārintūmēl””39 — ‘If receiving the alms when begging in the 
skulls of the dead persons is His wealth and if we had known 
that this is His penance (we would not have come to serve Him)’. 
On the surface, there is a humorous vein, but underneath this lies 
all the message of this form: in this sense, the skulls of the dead 
ones — dead, long ago — decayed and deteriorated. It is ‘“‘patu- 
talai"*? ‘dead head’. The skull is spoken of as deteriorated and 
giving way in some part — “Katuvãy-t talai”, or, ‘‘Oruvayt 
talai’. The skull is a broken one and it is dried up into white 
colour though the old flesh is all there — “Undar utai ventalav”.43 
This dried up white skull smells the carcass — **Mutat nārtya 
ventalai”’.44 It is a dried up head — „Uņankal talai".55 Because 
of the dried up flesh still on the whole skull, the kites rush on 
and surrounded it — ''Pārār ventalai””,% “Param veņtalav”,*” The 
skull is white because it is dried up and therefore whenever a 
skull is described, white one, it has to be imagined a dried up 
one. In the skull the teeth will be all intact and then it looks 
like grinning, so much so, the poet describes it as “Naku venta- 
lai”.49 This is the first stage. The teeth fall away due to deterio- 
ration: ‘‘Pallayar ventalai*,? — ‘the white skull from which the 
teeth get loosened’. This is the second stage. The teeth are 
then completely fallen —**Pallai yukka patu talai” 51 — ‘the dead 
head from which the teeth had fallen away’;; “Pallil veļļai-t 
talai”52 — ‘the white skull with no teeth’. 


[g] 


That the skull is taken from the cremation ground (repre- 
senting the involution) is made graphic by a few suggestions. 


39. 7: 18: 7. 
40. 7: 33: 1. 
41. 7: 41: 1. 
42. 7:55: 1. 
43. 7: 93: 6. 
44. 7: 2: 3. 
45. 7: 9: 5. 
46. 7:26: 8. 
^ : 8. 
7) p 3 2; 7: 36: l; 85: 3. 
49. 7: 28: 7. 
50. 7: 20: 5. 
51. 7: 5: 4. 
52. 7: 57: 4; 7: 81 10. 
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The kites rush on the skull. The fox burrows down and removes 
the corpse, feasts on it and throws away the skull and the bones. 
“Nari drum cutalai naku ventalai koņtavanē”” >> — ‘You, who had got 
hold of the grinning white skull from the cremation ground which 
is full of foxes’; “Nari kānritta eccil vellai-p patu taļaiyē purintān””54 
— *One who loves only the decayed white skull spat out and 
thrown out by the fox’. Since this is a reading adopted here, a 
word is necessary about this reading. Some editors read this 
passage as, *Namiyir köl atutalaiyépurintan ari kan ritta eccil vellai-p 
patutalai” — having, atutalaiyē as the opening word of the third 
line, the reading ari is adopted so that there may be the reguired 
alliteration. ‘‘Naniyiz köl atuta” makes no sense. “Naniyir kol 
natutal" — ‘He planted the bow on the bow-string’ is therefore 
better. If the line thus begins in ‘na’, alliteration will require 
snarī” and not ‘art’. 


(3) 
Bones: 


Bones also are the ornaments. The garland of bones forms 
His garland of beads. He adorns Himself with bones — 
<Enpaņintu.55 The idea of ornaments is specifically mentioned. 
‘He has adorned the bones as jewels or ornaments’ — *Enpinaiyē 
kalanaka anintān”.55 "You yourself have decked with the bones'— 
*"Püntiy elumpai".9 ‘He is possessed of the chest, bearing bones 
as jewels (as a necklace) befitting His greatness, along with or as 
balancing the tusk of the boar and the shell of the tortoise — 
*Enamaüeyiru āmaiyum elumpum itu tànkiya mārputaiyām”” 58 The 
bones like the skulls referred to, are, of all the dead at destruc- 
tion. ‘He wears the bones of the dead’? — “Cettartam elumpa- 
mintu” ,5® *Cettar elumpanivan”’,°° It has already been pointed out 
that the poet attributes some of these characteristic features to 
the Mother and She is said to wear the skull, etc.®! If the idea of 


53. 7: 28: 7. 
54. 7: 22: 4. 
55. 7: 7: 7. 

56. 7: 38: 10. 
57. 7: 52: 3. 
58. 7: 70: 9. 
59. 7: 46: 1. 
60. 7: 80: 1. 
61. 7: 49:9. 
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the destruction is kept in mind, the significance of Arürar's state- 
ments that the Lord adorns Himself with all the bones—“Enpelā- 
maņintu”*2 will be clearer. 


(4) 


[a] 
Burning Ghat: 


In the makāvrata, one has to reside in the forest without 
coming into the village except for alms and were the skin with 
khatvága held as a stick. *Khatvēņgam dandarthe” —that is what 
Āpastamba says. The very word *khatvāņga” in its Tamil form 
*Kattaūkam is used by Ārūrar. The penance is clearly mentioned 
* Kaiyatu kapālam kāturai vālkkai kattankam éntiya kaiyar”*3— “The 
skull is in his hand; His is the life in the forest; His hand bears or 
hold the kattankam’. Khatvanga is described by Mr. Gopinatha 
Rao: “The Khatvātga is a curious sort of club, made up of the 
bone of the fore-arm or the leg, to the end of which a human 
skull is attached through the fore-arm”'.** This kkatvānga became 
the Pallava emblem: they had the khatvanga dhvija. 99 


[b] 

Ārūrar refers ro these, "You live in the old burning ground’.% 
‘Your village is the forest; your garment is the skin’,—‘‘Urum kātu 
utaiyum tēlē”;% ‘you will never devoid of your unique attachment 
to the burning ground’ —“‘Patukattakattu enrum parroliyay’. “He 
has the forest as the familiar (abode)’—‘‘Payila-k katutaiyan’’.® “Is 
He of the cremation ground—the charred forest’?—“‘Kari 
kataro’’??° 

(5) 
Khatvānga: 

The representation of the Kankala mūrti is found in the 

Kailāsanātha Temple. This may be taken up along with the 


62. 7: 36: 7. 
"63. 7: 14: 7. 

64. See Malati Madhava: 5. 4. 94. 

65. S.I. I., Il, Part II, No. 25: S.L I, Vol IV, No. 135; Ep. Ind. Vol. IX, 


P. 208, LI. 33-36. 


66. 7: 2: 2. 
67. 7: 5; 9. 
68. 7: 42: 4, 
69. 7: 97: 4. 
70. 7: 33: 7. 
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Bhiksātana form. Here may be noted the representation of Kan- 
kala and Khatvamga. Plate XLVI, fig. 1, gives the panel in front 
of the second cell from the East end of the large court on the 
North side of the Kailasanatha Temple. The stick is seen resting 
on His left shoulder. What is behind is not visible. This is visible 
as a chaurie in the plate LXI representing the panel on the back 
of the shrine at the South-west corner of the Vimána. We see the 
Āgamas stating that the Kankāļa is tied up with probably chaurie 
as well. "There is fig. 2, plate CXIX with a kankala which repre- 


sents the South side panel on the side wall of Airavateávara 
Temple. 


The Khatvātga has been identified in one of the panels by 
Dr. Minaksi,” in the shrine.” It is seen in Rea’s Plate XXXIX, 
fig. 4. His description had already been mentioned whilst describ- 
ing the panels containing the Mother. This misinterpretation is 
due to bad touching up and white-washing. Her interpretation is 
this: “There are two ganas at the feet of Siva one above the other. 
The lower one holds a staff at the top of which we see a skull 
fixed and sheltered by the hood ofa fine serpent entwining the 
staff", because of which serpent, as she points out, “the Pallava, 
‘the khatvangabhrt? comes to be called * Pamputaippallavar kon’? ,—the 
chief of the Pallavas with the serpent". Ārūrar also speaks of the 
“Vitai arava-k kot" —'the flag of the Bull and the Serpent’. Pallava 
had both these emblems—the bull and the khatvānga. Šiva, 
according to the legend here narrated, has both these flags. In 
fig. 1, of Plate XLIII in Rea, representing the panel from the 
north on the North side of court, there is a gana carrying a staff 
with a joint at the top. What Rea represents as “yali’ is possibly 
the bull. What he calls a lotus is probably the skull and the 
hood of the serpent. This, therefore, 


may be taken to be a rep- 
resentation of the khatvanga. P 


(6) 
Pāicavati (Paūcavata): 
In the Kapalika vrata, it is said that the clothes of the pēriem 


should be made of the skin and the hairs should be 


: > worn a s 
pavīta. Mahāvratas wear this kind of sacred thread šās ve 


71. Pallava Administration, p. 44, 
72. No. XXXIII, fig. 1, Rea., 
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has become well known in Tamil land, where Cēkkiļār has given 
a pen picture of the Mahavratin in his story of Manmakkaiicara 
Nāyanār, the Saint who cuts and gives away the flowing tresses of 
hair of his own daughter, on the day of her marriage itself to a 
Mahāvratin who has come in there to beg for the same — it is 
verily Šiva who comes to test the firm resolve of the Nāyanār. 
“The forehead was full of the three lines of the sacred ashes. 
The crown was shaved except for the tuft. At the top of the 
tuft was the garland of beads of bones. In olden time, He bore 
the burden of the bones of the body of one, like the white pearl 
carved out of it; the kundala was swinging up above in His ears. 
He was wearing a long necklace or garland of shining beads of 
bones. Leaving aside the hard-hearted big serpent of hood, He 
had the shoulder strap for the yēgic postures. He wore as yajūē- 
pavita the rope of hairs of the collyrium colour. He had the sack 
of sacred ashes removing the birth of His devotees of upright 
mind. The sūtra or string was there on one of His wrists with 
one single bead alone. On the waistcord of strict privacy and 
loin cloth (or the loin cloth of the Védas) fluttered His cloth. The 
beautiful feet, beyond the painter’s art, were on this great earth. 
The five mudras or marks of greatness were shining on His feet. 
The surface of His body was besmeared with the world famous 
sacred ashes and He appeared like the live ember covered with 
ashes. Thus came the ''Makāvrata Muni” 1? 


The term Mahāvrata has already been explained. The yajno- 
pavita is called Paficavaía; in Tamil Pafcavati. The Saint who 
come to the JVáyanàr, on seeing the beautiful tresses of the bride 
worshipping at His feet stated, ‘Her tresses will be useful for our 


Paíicavati . 


Having understood the meaning of this term, one finds this 
very term used by Arirar. He says that the Lord had the 
Paficavati on His chest, 'Paficavati mārpinar””.'4 Ārūrar uses this, 
in juxtaposition with the other technical term ‘Pacupatar’ wearing 
in profusely the sacred ashes, according to the description of the 
Pāšupata vrata of the Atarva Siras and wearing the loin cloth and 
the waist cord. The poet’s other reference to Pafcavati is more 
explanatory: He with the chest adorned with the Paficavati with 
grey hair interspersed amidst (black) hair’? — “Narai viraviya 


73. Manakkatcara Nayanar Puranam — Verses: 22 to 26 
o e GRE © 
T. 49 
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mayir tannotu paūcavati mārpan””.'5 This may also mean He has the 
Paiicavati or yajnopavita along with the grey hair possibly of the ass, 
whose skin had to be worn with the hair appearing on the exterior 
though there is no such purayic reference available. 


The poet refers to yajmopavita as Purinül",'^ — *the twisted 
thread’; he speaks of it as the white thread of embracing darn- 
ings — “Ilai taļuvu vennal’”’.”” tis so characteristic that our poet 
speaks of it as that; it is on the body of the Lord — *'Meyyatu 
puri nūl”.8 He is the Lord of the sacred thread — *Purinūlutat 
nampi? 9 It is pure white — *'Verpurinūl,*% * Vennil** and it 
glistens — *Vittilanku puri nūl”.? Our author gives a poetic 
description of this beautiful sight of the sacred thread on the 
form of Siva. The Lord is red like the coral mountain and the 


sacred thread appears to him like a stream of crystal diving into 
this coral mountain: 


*Palikkut tārai pavala verpil 
Kulikkum pol nil" 88 


In one place the poet speaks of “Pin nan dvator aravam’’s* 
and if we compare the modern usage of “Pin nul” for the sacred 
thread we have to assume that the poet is contemplating a case 
of the serpent itself being the sacred thread of the Lord. 


(7) 
Skins: 


Coming to the wearing of the skins, the Purāņas have made 
for Him all kinds of skins. One may point out at this place the 
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great transformation effected, by the Tamilians in the horrip 


and terrific forms. [It has already been noticed by us that these 
terrific forms with which Saivism started from its early begin- 
nings, are not so very prevalent in the Tamil Country, though 
believing in a federation of sects and creeds, they never said 
anything derogatory of any sect or any form worshipped by it. 
They have, on the other hand, tried to understand the inner 
spirit and enjoy their mystic experience giving expression to this 
in their own mellifluous verses, as is made clear by the suggestive 
descriptions of Ārūrar and Cēkkiļār already quoted. 


It is the lovable forms and the dance of Siva that have 
captivated the Tamilians. More than this the Tamilians 
have made the terrific forms themselves beautiful and lovable. 
The Kapalika form has already been referred to and according to 
the Kāpālika vrata, God has to go a-begging to not more than 
seven houses. The seven houses are the houses of the seven great 
Rsis of the Great Bear. The begging at the door of the Rsts has 
a similarity with another story of the Lord’s feat — begging at 
the doors of the Rsis of Dārukavana, which had already been re- 
ferred to. By transplanting the terrible and horrid form of Kāpālz 
to this atmosphere of love and beauty, the Tamilian has worked 
a miracle; one gets the sublimation and universalization of this 
story. 


The skin worn here is not the skin of the ass but the skins 
of all varieties which we see in the lady’s corner of a modern 
leather emporium — the skin of the tiger, the lion, the elephant 
and the deer. The enraged Rsis performed a sacrifice from which 
sprang these wild beasts and rushed, at the behest of the Rsis, to 
kill Siva. We have studied the Gajāsura Samhara but from what 
Ārūrar states, it is clear, the elephant, the Lord flayed, was really 
the one which jumped out of the sacrifice along with the other 
beasts of the fire rather than any other asura. 


:Taikiya matavattin talal velviyin niwtu elunta 
cinkamum nil puliyum celumal kariyotu alaza-p 
ponkiya por purintu pilantu ir uri porttatu enne 185 


«Because of their abiding great tapas or penance, there came out 
of the Sacrifice of fire, the lion, the tiger and the huge and great 


85. 7: 99: 6 
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elephant. You fought with them bubbling up with the spirit of 
war, made them shriek, split each one of them and wore their 
wet skins. Why was this’? 


The poet makes Him wear the skins and in some places he 
does not specify the skin. He is satisfied that he is clothed in the 
skin according to Kapalika vrata: ‘‘Utaiyum tolg» —*His dress is 
skin,; *Tunivannattin mélum or tēlututtu””;8" “Tayanku tolat yututta 
caūkaran””,88 “Tölum nūlum tutainta varai mārpans? — He of the 
mountain-like chest on which squeeze the skin and the thread, 
ajūēpavīta. 


“Pap pulittol’®° — ‘The skin of the tiger jumping on its 
enemy’ is a favourable phrase. God wears the tiger’s skin — 
*Pulittol utaiyām””;91 ‘Venkat ataiyinay?;®® “Van talai vāy atupuli 
ātaiyam”9 — The skin of the tiger is His cloth. The ‘puli’ pro- 
bably implies the cat family as is clear in Telugu; it may mean 
the leopards which are more prevalent in the Tamil Country. 
“Pay puli?" is the tiger, which jumps in one long stretch, at the 
victim. *Venkai' by the suggestion of the cruelty means the tiger. 
“Van ralai vay atupuli? is the murderous tiger with its strong head 
and mouth.® The skin is called the *žē? but he has also used the 
word ‘ata’. The term ‘Uri suggests that the skin is flayed. It 
becomes the *āfai* (cloth)® and ‘uta? (the garment).* 


The Tiger’s skin is worn as an undergarment and is tighten- 
ed at the waist — “Pay pulittol araiyil vikki;" ‘‘Araimél puli ir 
urivai 98 "< Araiyār puli atal^ 599. **Pulittolai araikkacaittu” 100 


86. 7:5:9 
87. 7: 2: 8. 
88. 7: 49: 5 
89. 7:57: 5 
90. 7:2: 3. 
91. 7: 57: 10: 7: 57: ll; 7: 59: 2. 
[p Fo Hr JR 
93. 7: 83: 5. 
94. 7: 83: 5. 
4 95. 7: 70:7; 7: 83: 5. 
96. 7: 53: 3: 7: 57: 10; 7: 57: 11; 7: 83: 2. 
97. 7: 6: 1 
98. 7:19: 6 
99. 7: 23: 6. 
100. 7: 24: l; 7: 25: 1 
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The skin of the tiger is His cloth — “‘Vénkai ataiyinay’?;2% 
Vantalai vāy atupult ātaiyām”” 3192 ** Pulittol utaiņān””;8 ** Káyum puliyin 
atal utaiyar? „194 


The poet suggests that He tightens the cloth of the tiger’s 
skin with the girdle of a serpent dancing with its hood — ‘‘Xol 
pulittolin mél ātu pampatu araikkacaitta””1%5 and the poet is charmed 
by this beauty and exclaims, ‘‘alakané’’!°* — ʻO, thou beautiful 
One.” ‘You do not like the white cloth; You are fond of the skin 
of the tiger’ — “‘Vellatai véntdy venkaryin tolat virumpināy 107 


But the tiger’s skin is worn as an upper garment as well. He 
places it on His shoulders — “‘Pulittol piyarkum ittu” 2° 

The skin of the deer He wears — **Mavin ir uri utai punain- 
tan?’109 — ‘He adorned Himself with the wet skin garment’. The 
word ‘mã’ may mean the deer but probably refers to the elephant 
which we had separately discussed. Our poet is more specific 
when he mentions the particular species of the deer — ''Urava- 
mullatór ulaiyi uri utaiyān””119 — ‘He has the flayed skin of the deer 
full of strength’. In passing, we may note that the root ‘ura’ 
implying violence and strength becomes *uragu'!1 and with the 
suffix ‘am? assumes the form 'uravam" in Ārūrar — a peculiarity 
which we find in him. It is a wet skin which He wears probably 
immediately after flaying the deer — “Ulat ir uriyum utaiyān” M2 


The skin of the lion comes in, in the purdnas in two ways, as 
the skin of Narasimha and as the skin of the lion sent by the Rsis 
already referred to by Ārūrar."? With the lion’s skin the Lord 
covers Himself up — Cinkatturi mūtutir”14 and then the gods are 


worshipping — ''Tēvar kanam tola nirrīr”.lē 
101. 7: 70: 7. 
102. 7: 83: 5. : 
103 7: 57: 10; 7: 57: 11: 7: 89: 2. 
104. 7: 53: 3. 
105. 7: 48: 6. 
106. 7: 48: 6. 
107. 7:92: 9. 
108. 7: 18: 4. 
109. 7: 64: 4. 
110. 7: 75: 8. 
111. Puranānūru, V. 25. 
112. 7: 94: 1. 
113. 7: 96: 6. 
114. 7: 2: 7. 
115. Ibid. 
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Ārūrar refers to a combination of skins — ‘‘Arttavar ātaravam 
araimēl puli īr urivai porttavar ānaiyin töl utai vempulāl kai akalap pārt- 
tavar innuyir pār pataittān ciram aficilonrai-c cétttavar 16 — ‘He wore 
the tiger’s wet skin as an undergarment and tied it all with 
the serpent at His waist. He covered Himself up with the 
skin of the elephant and He holds the head of Brahma’. It is 
clear the reference is to the Kapali form. There is a combination 
of the tiger’s skin and the garment of the bark of atree. Apastam- 
ba, we found, mentions the wearing of a cloth of hemp. Ārūrar 
mentions the bark of a tree *maravur? instead. He covers over 
the tiger’s skin on the waist, with the bark of a tree — “Maravuri 
puli atal arai micai maruvinán" 3 — Arürar makes a combination of 
these three garments of skin — **Manai-t tol onrai ututtu-p pulittēl 
piyarkum ittu yanai-t tol porppatu arintomēl nām ivarkku ātpatūmē”118— 
‘If we had known that He clothes on deer’s skin, places on His 
shoulders the tiger’s skin as upper garment and covers Himself 


with the elephant’s skin as a shawl we would not have come to 
serve Him’. 


We have stated that the Kapali form has been beautified. 
The Agamas describe a fully adorned beautiful form. According 
to them, the Lord wears a red coloured upper garment and an 
under garment of silk and tiger’s skin. Uttara Kāmikāgama"? 
directs: ““Kusumimbaramjitam kuryat? — ‘the wearing of the white 
silk garment'. Probably this is referred to by Ārūrar when he 
addresses the Lord as one roaming about dressed in silk: **Tuki- 
lotu pon tol ututtu ulalvānē 1% — <Kēsikamum araipit kovanamum 
ataļum......... paravi-k kai tolal enru kolo?*1?* — ‘The silk and the 
loin cloth at waist and the skin — when am I to praise and wor- 


ship these with (folded) hands’? — this probably also refers to 
the description given in the Agamas. 


116. 7: 19: 6. 
117. 7: 72: 2. 
118. 7: 18: 4. 
119. 52 pādah, p. 18 Of Grantha edition. 
120. 7: 29:9. 
121. 7: 84: 4. 
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V 
(1) 


Pāšupatas etc: 


The terms Pasupatas, Kāpālikas, Kāļāmukhas and Mahāvratas 
occur as names of various sects. 


It is only from the old commentaries we learn anything about 
these sects. Saivas, Pasupatas, Kāruņika siddhāntins and Kapali- 
kas are mentioned by the commentaries of Sankara. Vācaspati 
mentions the Kārunika siddhantins; Rāmānuja mentions the Kāļāmu- 
khas in the place of Karunika siddhāntins; Vayavya sarthita mentions 
Siddhanta margins in the place of Saivites and Mahāvratas in the place 
of Kalamukhas. 

(2) 

The Pāšupata cult is adumbrated in the Mahābhārata epic 
itself. Patajali mentions the Sivabhagavatas. Wild aspects of 
God were sometimes prominently emphasized. Their seclusion 
in the burning ghat and their pretension to be mad, wearing skull 
etc., must have further emphasized these aspects by some of the 
followers. They were probably opposed to animal sacrifice and 
believed in bodily mortification as leading to spiritual develop- 
ment. Tāntric aberrations must have clouded their principles, 
when all castes were admitted in to their fold. They had their con- 
verts and these are in existence in Nepal. Lakulisa, before the 
second century, must have referred and reorganized this sect giving 
it a philosophical basis of the five topics: 1. The Effect in the 
peculiar sense of the Dependent, 2. The Cause (God and Pradhāna 
or sources of the Universe), 3. Yöga, 4. Vidhi (Primary vidhis 
or vowslike besmearing with the ashes, producing the sound 
hum, laughing, singing, dancing, producing the sound hudu like 
a bull, falling down and inaudible muttering of mantras), and 
5. Duhkhānta or total destruction of misery. The important 
characteristic here is the vidhi. The means of attaining the 
Duhkhanta are appearing to be sleeping when awake; shaking 
of the limbs as if paralyzed; walking on legs as though disabled, 
amorous gestures, doing things condemned by all as though devoid 
of discrimination and nonsensical talk—all intended to show that 
one is mad thus to scare away the crowd. Kāraikkāl Ammaiyar 
and Péy Alvar called themselves ‘Péy’. Kulasēkara sings; er 
a *pēy? to all and all are ‘peys’ unto me”. It is this which gives 
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the significance of jūani to the words ‘pittan’? and ‘péyan’. The 
degenerations start when without the internal enlightenment, fol- 
lowers emphasize the outward show alone. Baya describes the 
Pāšupatas as wearing the red clothes, Hieum Tsang mentions 
Pasupatas at least 12 times. Nagavardhan, the nephew of Puli- 
kēšin, made provision for Kaplésvara and the Makavratas living 
in the temple. According to Rāmānuja, Kāpūlikas believe that 
| one attains the highest bliss on knowing, by concentratingon the 
soul seated in the female organ, the essence of six mudras (neck- 
| lace ornament, ear ornament, crest jewel, ashes and yajñōpavīta 
TI through eating food in a skull, besmearing the body with the 
| ashes of the dead body, eating the ashes, holding a club, keeping 
a pot of wine and worshipping God as seated therein). They 
wore bracelets of Rudráksa, matted hair, skull and besmeared the 
body with ashes. In the Sankara digvijaya, the Kāpālika carries an 
iron trident. Srisaila is mentioned by Bhavabhüti as a rendezvous 
of the kapalikas, where a woman wearing a garland of human 
skulls carries away males for being sacrificed. It has not been very 
popular in the Tamil Country. But the Tamil Country knew 
human sacrifices as early as Culappatikaram. 


Mahéndravarman 
refers to kapalikas, kālāmukhas and pasupatas. 


Lakulīša calls all dependent things karyas. Divine dispensa- 
tion—free to act irrespective of Karma Yoga or union of soul with 


God is achieved by japa ond dhyana and other such sat-karmas and 


strict controlof senses. Prabēdha cāndrūdaya gives a ghastly des- 


cription of their rites in the mouth of a kēpālika. 


(3) 


Mahēndravarman differentiates between the Pāšupatas and 

Kāpālikas. Appar speaks of Saivites, Pāšupatas, Kāpālikas, as ** Vittaka 

ventalaimālai viratikaļ”. Šaivities and Saiva siddhāntins are those 

who did not indulge in these out of the way practices but believed 

| like Appar, Campantar and Ārūrar in Carya’ “Kriya Yoga, and 

£ Jāna paths of Agamas and Tirumantiram. The kapalikas ied 

7 z r inside the temple of Ekambaranathar in Conjivaram as mentioned 

$ by Mahéndravarman. The Mylapore temple was known after the 
kāpālikas as Kapaliccuram.  Sēmasiddhānta is their phiiosoph 

Tiruvorriyūr inscription speaks of this? Mr, K, A KS A 
Sastri thinks that Somasiddhanta, bridges the g d 


ulf between the 
122. 1912/61. 
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Pāšupatas and the Kāpālikas.?2, The Kāļāmukhas, a subsect of 
Pāsupatas, are Lākuļīšapāšupatins. Lakuļīša is said to have been born 
at Kāyārēhaņa and their temples, therefore, were called Kāyārēha- 
nas or Kārēhaņas, as sacred as the birth place of Lakuliga, an 
avatar of Siva. This word Kāyārēhaņam becomes Karonam in 
Tamil. Temples known as Karonam—Nakaikkaronuam, Kutantaikkáro- 
nam and Kaccikkarénam—must have been the temples of the Kāļā- 
mukhas. More of their mutts grew up at Kofumpāļur,12% Ālakkēyil,4 
Valamcuļi,!?5 pantanainallir,6 and Tiruvortiyir.32? 


(4) 


When Siva is said to have followed the Kapala vrata, Pasupata 
vrata or Maha vrata, some sects must have thought that they must 
follow the same ritual. The besmearing of the ashes is called 
Pašupata vrata in the Atharva Sira Upanisad. But Ārūrar speaks of 
God only as “Mā viratatta kankalan’’ 28 for the poet's way of wor- 
ship is different from those followed by these terrific sects of the 
North. The Tēvāram considers Saivism as federation of sects. 


Mr. Gopinatha Rao says, “The Sivagamas inform us that the 
Saivites worship Siva in the aspect of Tandavabhisana, the Pasupatas 
Siva smeared with ashes and wearing jatamakuta, the Mahaoratis 
Siva wearing a garland of bones" the Kalamukhas Siva wearing 
sphatika and putradipa beads, the Vāmacārins Siva wearing the sacred 
thread and carrying fire, and the Bhairavas Siva carrying damaru 
and wearing anklets’’.12° According to this statement, the Tamil 
Country looks upon these episodes of Siva’s heroic acts as so 
many mystic dances of Siva. References had been made to the 
Kāpāla dance of Siva with Kapala in His hand whilst Parvati kept 


time. 


122a. Cultural Heritage of India, Vol. II, p. 29 
123. A.R: E: 1908, p. 75-76. 
124. 352 and 357 of 1914, A: R. E. 1912, p. 60. 


125, 192/28. 

126. 74/30-3. 

127. 388 and 371/1911. 

128. 7: 67: 10. 

129, Hindu Iconography, Vol. II, Part I. 
T—50 
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VI 


Pāņtaranka Dance: 
(1) 


Ārūrar mentions Šiva as the dancer of Pantaranka, when he 
mentions him as going round with the kapāla to the houses of 
damsels. This pantarankam has been referred to in connection 
with the burning of the three castles.!?? Probably it means the 
white hall of dance and derivatively a dance performed there, 
which therefore came to be called the white dance. The white 
dance hall is the place of asher, the place where the castles were 
burnt to ashes. It is because of the white ashes, the dance came 
to be called the white dance or Pantaranka. Atiyarkkunallar ex- 
plains by saying that God smeared the ashes white in colour and 
danced this dance.! Therefore any dance on the ashes—or the 
burning ghat—may be called the Pánaranka without reference to 
Tripura. It is in this sense that Ārūrar speaks of God with a 
kapala as the dancer, Pantarankan—“‘Talaiyizt kataitórum pali pauni- 
yal menmoļiyār itam koņtulal pāņtarankam”82 — ‘The Dancer 
of Pantaranka roaming about the places of the ladies of soft words 


and sweet tunes and receiving alms at every door in His (bowl 
of a skull)’. 


(2) 

But the interpretation given by Atiyarkkunallar may, to a 
certain extent, stand in the way of this interpretation. The words 
in Cilappatikaram are, Tērmun nimra ticaimukan kāņa............ 
Pārati ātiya viyam pūntaraūkam””.55 It is the ‘great expansive 
white dance’ because he danced all round the place of the ashes 
‘It was seen by Brahma standing in front of the chariot of the 
Lord. It was a Bharati dance’. The commentator interprets, "the 
Bharati dance", in view of the preceding line, “in the presence 
of Brahma as a dance which Siva danced in the form of Bharati, 


the wife of Brahman, probably to please Brahma and egg him on 


to drive the chariot fearlessly”. It is not clear whereform this 
idea was got by Atiyārkkunallār. Bharati has the meaning of 


Bhairavi or Durga and her hall of dance is the burning ghat or 


130, Tripurāntaka Murti. 
131. Cilap., VI, 1. 45. 
132, 7: 98: 1. 

133, Cilap., VI, 11. 44-45. 
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burning pyre.'?*^ Parati in the phrase ‘‘Parati ātiya”” as distinguish- 


ed from “‘parati arankam’” refers to one of the vytis — modes of 


dramatic style. Atiyarkkunallar himself mentions the four modes 
— Cāttuvati (Sātvatī), Ārapati (Āraphatī), Kaiciki (Kaisikhī) and 
Pārati (Bharati). In Gāttuvati, the subject matter is virtue, and 
the heroes are Dévas and men. In Arapati, the subject matter is 
artha, 35 the heroes are men. In Kaiciki, the subject matter is 
love, and lustful persons are the important characters. In Bharati, 
the subject matter is about the actors and the actor is the hero. 
A note in Tandava Laksaņa!3$ explains these. ‘‘Kaistkhi is the most 
polished performance without any bustle or tumult. The dancer 
of Kaisikhi should be neatly and modestly dressed; women alone 
are fit to expound this type of dance. Bhāratī is characterised by 
rhetorical flourish. Sātvatī expresses emotion; and Arabhati is 
used to indicate tumultous situations. 


It will be seen from the explanations given by Atiyarkku- 
nallar, that in the modes other than Bharati, the actors enact the 
drama or an episode from some hero’s life, past or present. In 
Bharati alone there is no enactment of other’s life; it is his own 
life that the dancer dances. In actual life when a man ora 
woman expresesses his or her activity, according to Natya Sastra, it 
is to be looked upon as a dance in the Bharati mode. In actual 
life we are slaves to our passions; in a drama or dance when the 
actor enacts the same episode of ours he is no slave; he is a 
master of the situation; his performance becomes art. So, when 
even in trying situations one has complete control of oneself and 
one’s passions, and acts one’s part in real life, one is a saint like 
Yajfiavalkya and every one of his activities is a dance of the 


Bharati mode. 


Atiyarkkunallar himself makes this distinction patent and 
clear: “In these four modes described here, unlike the other three 
modes, Bharati does not give expression to some other subject 
matter or the acts of some other heroes. If Kotukotti and Pantar- 
ankam are considered the hero, Siva is not enacting any other 
past story of any other hero. It is His own act, where He is the 
subject matter, the hero and actor, It is not even a representa- 


134. Bharati Arankvm: Cilap., VI, 1. 39, See notes in the old Arumpataurai. 


135., Society and Government-Pārthivar. 
136. Edited by Dr. B. V, Naidu and P. Srinivasulu Naidu, P. 4., n,c. 
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tion of His act elsewhere. This shows His divine self control. 
Therefore, these two dances belong to the Bharati vrtti and Ilanko, 
the author, draws our pointed attention to this by stating 'Parati 
ātiyā kotukotti” and ‘Pantarankam’. Similarly this, Kāpāla dance or 
Pantarankam should also belong to Bharati orti. The mystic and 
saintly non-entanglement and mastery over the passions are ex- 
pressed by our poets and sculptors of the Tamil land when they 
represent every feat of the Lord as a memorable dance". 


VII 
Pēy pütam & pāritam: 
(1) 


The burning ghat is associated with ghosts in the minds of 
primitive people and Siva is said to be surrounded by Bhūta ganas. 
The Bhita ganas come from the sacrificial fire of the Rsis which 
the Lord made His own army of followers. The Bhūta ganas were 
with Rudra, from the time of the Vēdas. The Kēsin and the Munis 


were looked upon as mad and diabolical. This tradition persists 
and devotees call themselves as ‘Péys’.18? *Pzy and Pittan come 
to denote the fūān. Have not the erratic critics mistaken Pro- 
phet’s divine trance for epilepsy? At the final dance of Siva, 
these Saints who have attained Salvation are there, witnessing it 
singing, “Aham annam Aham annam" as told in the Chandogya. 
There are in a sense the Bhūta ganas. Has not, according to Peria- 
puranam, Karaikkal Ammaiyar prayed for remaining under the 
feet of the Lord when He dances: **Aravā nī ātumpētu nin atiyin kil 
irukka emrar'" 38 tisin this way the devil dance has been sub- 
limated into the mystic divine dance of joy. t 


(2) 


Ārūrar coming after Kāraikkāl Ammaiyār, knows the signi- 
ficance of this so called madness and devilry. Has not he himself 
started addressing God as "Piitā,139 the mad? The poet however 
differentiates amongst the ganas; he speaks of the three varieties: 
the pē), the pūtam and the paritam. ‘Péy from ‘pém’ monte 
fear, is the frightful one — paicāca or the ghost of the cremation 
137. The devil, like ‘Péyalvar’ and ‘Karaikkal Ammaiyar’ , 


138. Karaikkal Ammaiyar Purāņam, V. 60. 
139. 7 T 
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ground. 'Pütam' is Bhūta gana. ‘Pāritam is traced by the 
Tamil Lexicon to 'Pārisada', an attendant of God; perhaps, it 
is better to trace to the form *pārsa” connected with ‘parsada’, 
‘parsati (Durga) in which case the derivation can be easily explain- 
ed on the analogy of ‘Arsa’ becoming ‘Aritam’ in Tamil. The 
meaning of goblin or a demon is clear in the Sanskrit word. It 
may also be a Tamil word but the derivation is not clear. Arürar 
mentions all the three in one verse and, therefore, must be taken 
to differentiate them — *'Mūtāya muyalakan, mükka-p pampu muta 
nāriya ventalai moytta palpzy pata varu pūtaūkal pay pulittēl pariconra- 
Iiyāta paritankat’’\4° — thus he enumerates the surroundings of the 
Lord: — ‘the idiotic epileptic; the furious and obstinate serpent; 
the pale skull smelling carcass, the innumerable and crowding 
‘péy’; the Bhūtas coming singing; the skin of the pouncing tiger; 
the paritams knowing not any manners’. 


(3) 


From this it would be seen the pūtams are made singers at 
the dance. 'Tennā-t tenā-t tet tenavenru pāti-c cila pūtamum nīrum 
ticai ticaiyana pannā} marai pātutir”1%) — “You sing for many days 
the four Vēdas with a few pūtams in all the main points of the 
compass to the tune’, *Tenza-t tenā-t tet tena’. This phrase **Cila 
pütamum nirum ticai ticaiyana”” — ‘a few of Bhūtas and yourself are 
in every direction’, occurs in the first verse of this hymn as well.14? 
They seem to be all pervasive like the Lord. The poet again 
sings of the singing of the Bhütas — "Pūtam pata-p purintu nattam 
puvani ētta āta vall;r ^? — "You are capable of dancing so well 
that the whole world praises you, performing your dance with all 
heart whilst Bhutas sing’. Again, *"Errinat ēruvar ēri”,or, "ēruvatu 
éri or pūtam tampal pātti-k kontu unpavar”144 — ‘He rides on the 
the bull-thus riding, He makes one Bhūtam on His side to sing 
whilst He eats the alms thus got’. In this verse, we cannot inter- 
pret this to mean that the Lord riding on the Pūtam sings Him- 
self, because of the force of the phrase, ‘tampal’ which is not at 
all brought ouc then. Going on the bull to dance with the Bhatas 
is very often referred to: * [lavital vay umaiyotu erutéri-p putam war 


140. 7: 2: 3 
141. 7:2: 6. 
142. 7: 2: 1. 
143. 7: 6: 7. 
144. 7: 18: 5: 
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pata itu piccaikku ...... ulitaruvir’ — ‘You roam about for alms 
riding on the bull along with Uma of the lips red and soft like 
the silk cotton, whilst the Bhūtas sing music’. 


(4) 


But the ‘péy’ also is said to sing. sParaikkaņ netum pēy-k 
kanam patal ceyya-kural pāritankaļ paraitām mulakka-p piraikkoļ catat 
tāla-p peyarntu nattam perunka tarankā nintatal enné 146 — ‘What is 
the significance of your abiding dance taking the cremation 
ground as your hall of dance when the braids, studded with the 
crescent, are unfurled and flown whilst the army of tall ‘pzys’ of 
the drum-like eyes, sing and the dwarfish paritams make the drum 
resound’. “Patal ceyya” may mean composing verses. In the 
‘Paran? the péys describe and sing the battlefield where they feast 
on the blood and flesh. This then, will be the natural characte- 
ristic of the péy even according to tradition. Perhaps the péys in 
the ecstasy of the dance forget the propriety; there is a higher 
harmony of love and Grace even in this impropriety. 


(5) 


In the same way, ‘parifam’ also is made to sing. “‘Patti ceytu 
paritankal pāti ata-p pali kollum pita?" — "The mad man who 
receives the alms whilst the ‘paritams’ out of love to Him sing and 
dance’: Thus sings Ārūrar. This may simply refer to the Pāšu- 
pata act of worship without any reference to music. It is only 
with reference to the ‘Pitam’ and ‘a few’ — ‘cila’ chosen 'pūtams” 
— that are made to sing the Védas and give a performance of 
music in terms of tunes.44 "There are about nine references to 
the Bhūtas and of them in five places they are made to sing. 


(6) 
Considering the other four cases, one of them mav refer to 


the Bhütas or the living beings — *Bhūta nathan’ 49 the Lord of 
the Bhütas, or the Lord of beings.!5? The other reference5! speaks 


145. 7: 46: 6 

146. 7:9: 8 

147. 7 53: 5 

148. 7: 2: 6; 7: 46: 6 

149. 7: 62: 1. 

150. c.f. Āsvalāyāna Grhya Sūtra, iii-4, 
151. 7: 53: 1. 
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of the Lord coming on the bull along with the damsel surround- 
ed by the Bhūtas dancing and singing in their intoxication of 
love — **Varuvār vitaimēl mātētu makilntu pūta-p patai cūla” — 
makilcci'* corresponding to 'makiļntu” used here, is the dance of 
intoxication, though it has come to mean merely to be happy. 
* Kalitta and *makilta are differentiated by Tiruvalluvarin Kura? 
1281. Parimélalakar explains that in ‘ka/ittal’, the first stage of 
intoxication, the drunkard is still conscious, whereas in ‘makiltal’, 
the second stage, he is not conscious of himself. There he dances 
and signs and prattles. Taken in that sense the Bhūtas may be 
said to sing as well. *Makilcci” here denotes the effacement of 
the self and the divine bliss. It may mean merely the joy of 
God’s presence. Or, the joy may be the joy of the Lord in the 
presence of the damsel of divine Grace. In the third reference, 
“Gila pūtamum nirum ticai ticaiyana”” 5? their all pervasiveness with 
the Lord standing alone is mentioned, as already noted; but the 
same words are repeated in the 6th verse of the hymn where 
what they do is explained at length — they are singing a tune 
and reciting the Vēdas.!?$ As the poet, though in one place, 
speaks of the army of Bhitas often speaks of a few Bhūtas, the 
word ‘pala’ or many has to be taken along with ‘Pay’ — “hal pēy” 
— which alone are said to crowd and swarm. 


(7) 


The 'pāritams* are mentioned in eight places. *Pariconrariyā- 
tana páritankap 4 — The ‘paritams’ which do not know any dig- 
nity, or way of doing things or any order (paricu) — all suggesting 
the effacement of self — a non-worldly behaviour of the saints. 
They are made dwarfish as contrasted with the tall giant-like 
‘péys,. “Nétum, pēykkaņam pital ceyya, kurat paritankal paraitām 
mulakka??155 — this refers to their ‘naicy@nusandhana’ — “The group 
of giant-like tall “péys? compose verses and sing whilst the dwar- 
fish ‘paritankal’ beat the drum”. In another place, Ārūrar speaks 
of the army of dwarfs. Though tradition knows ‘kural pūtam and 
‘kurat paritam’, in view of the above reference,'*% this army of 
dwarfs has to be interpreted as the army of dwarfish ‘paritam. In 


NG, 72 23 Il 
153. 7: 2: 6 
154. 7: 2: 3 
155. 7: 9: 8 
156. 7: 9: 8 
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this verse the poet speaks of his wonder at seeing God coming on 
the way to Kūtalalaiyārrūr accompained by the Dēvas of Vēdas, 
Visnu, Brahma, Indra, in the company of the damsel of crescent 
forehead, surrounded by the crowd of ‘péys’ and the army of 
dwarfs.18? He being followed by gods is as important as His 
being followed by ‘parifam’ and ‘péy’, in the eyes of Ārūrar. All 
the supernatural beings are around Him — ‘The many pāritams” 
surround Him when He dances on the cremation ground” — 
** Mayünattu-paritankal pala cūla-p payinratum paramētti””158 But their 
rendezvous is not the cremation ground as it is for the ‘péys’. 
They follow the Lord wherever He goes. The poet sings, ‘‘paranta 
paritam ūr ifai-p pali parri-p parttuņum curram āyinīr159 — "The pāri- 
tams spread themselves out in villages; they clutch at the alms; 
they eat glancing this side and that; you have become the near 
and dear relative of these surrounding you, these encircling rela- 
tives’. ‘Curram’ may mean the constant attendants. "They 
spread out and come always surrounding Him’, paranta paritam 

cūla varuvar”.19 They are His devotees too, worshipping Him, 
with Bhakti or love, singing and dancing (as Pasupatas do, if we 
may say so); ‘whilst they come, all concentrated on Him singing 
and dancing (perhaps as His attendants submerged in Him and 
doing His work as their work), the Mad Lord, receives the alms’ 

—“ Patti ceytu paritankal pātiyāta-p palikollum pittar” 16 These dwarfs 
— goblins — suggest the errand boys of all duties. They play 

the part of a drummer as already mentioned.162 These carry 

(His) weapons and praise His feet (i.e., keep themselves ready to 

do His errands) ‘whilst the Lord with the damsel speaking no 


truth goes about clothed in one single loin cloth’ — 'Mātum 
nirum utaiyor kūvaņattarāki uņmai collir?? 168 


(8) 


The ‘péy’ is mentioned fourteen times; that is, more frequen- 
tly than the pāritam and putam, because it is the good old Tamilian 
word and a Tamilian conception. The ‘zys’ were imagined in the 
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Cankam age to dance round the chariot of the hero on the battle 
field—‘muntér-k kuravai” and ‘pintér-k kuravai” of Tolkāppiyam.1%4 


They were thought of as ghosts, approaching with avidity the 


carcass of the dying hero, for, the heroes were a delicacy to these 


pēys. Theys conceptions lay at the bottom of *Totākkāici and 


Pēykkāūci of Tolkābpiyam.5 ^ Even these cannibals are moved 
by the dying hero who cannot be taken care ofin the thick of the 
battle by his colleagues or his family. "There is here thus the 
humanizing of the ghost— a way of sublimating the idea of the 
devil as the embodiment of love.!99 They are even according 
to the Vēdas, ‘kravyad’—the eaters of raw fiesh!' and of the flesh 
of a sick man.1% 


Matura-ki kāūci and other Cankam poems speak of ‘Kala- 
vélvi?—the cooking of the feast of the blood-curdling battlefield? 
developed into the Paranis of later days. Nakkirar in his Tiru- 
murukārruppatai describes the dance of the pēy—the stuņankat” 
dance in praise of Murukan—another way of sublimating the 
devil dance into a dance of love. Kāraikkāl Ammaiyār uses this 
conception of ‘Péy’ for explaining the inexplicable stage of the 
Saints. She called herself a ‘pë’. + The Saint is in a sense out of 
the ordinary. His values are different from those of the ordinary 
men. He yearns for the unknown, looking upon the ordinary 
men hankering after their passions and material pleasures as mad 
people.!”! “He sleeps where others are awake; he is awake where 
others are asleep’’—so says the Gita. He is almost dead here to 
be alive there. What the world throws out and abhors, he gath- 
ers and cherishes. Is it not exactly what the ‘péy’ is said to do? It 
haunts the burning ghat and feasts on the thrown out refuse of 
the bone and the carcass; the cremation ground is its hall of 
dance, where, by its very devil dance, it besmears its whole form 
with the dust of the burning ashes—''Pūccoliyīr”.!? Karaikkal 
Ammaiyār gives a realistic colour to this allegorical ghost world, 


164. Tol., 1021. 

165. Tol., 1024: 

166. Tol., 1024. 

167. Atarva Vēda, V. 29: 9. 

168. Atarva Vēda, 1V, 36: 8 etc. 


169. Tol., 1021. ; 
170. 1ltk Tirumurat, Arputat tiruvantatr, V. 101. 


171. XKulasēkara Perumāļ Tirumoļi, III, 1 
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by speaking of the babe ghost and mother ghost and all their 
loving acts. **Pēyētāti” has, therefore, become the name of 
Siva in Pinkalantai. 


(9) 

Ārūrar comes, after all these developments have taken place, 
and it is the underlying idea of an allegory that makes him and 
other poets to sing of the ‘pay’ without any revulsion whatever. 
The Lord according to Ārūrar dances in the graveyard—so much 
He loves it and the corpses which the ‘péys’ do not leave—the 
graveyard which is ever they abode—“Péy mārāp piņam itu kati 
ukantu atuvāy””.14 He is again the king of the cremation ground 
where live the pēys—*'Pēykaļ vülum mayānattu-p periya péruman 
atikalé” 175 He, in the eyes of our poet, loves or performs the 
dance with the ‘péy’ in the outside forest of cremation—IJma-p 
purankattil peyētu ātal purivānē””."5 The idea of the group dance 
is here suggested. This is the sublimation of the devil dance 
These ‘péys’ are cruel and bad— from the point of view of the 
world—and He dances surrounded by them—‘‘Tuttarayina pēykaļ 
cūļa natamati"." There is a more graphic description of the 
graveyard. It is a midnight revel and a dance. It is the dark 
forest. The fox stealthily catches hold of a skull. The wolf 
raises the alarm. The ‘péys’ with flaming heads surround Him 
on all sides—is it in kuravai dance?—‘“‘Nari talai-k kavva ninru 
ori kūppita nal irul ert talai-p péy cūla ār irul kaititai^.U8 This 
reminds us of Kāraikkāl Ammaiyar’s Mūtta tiruppatikam. The 
omnipotent God can never do two things. He can never renounce> 
being surrounded by the *pēys* whilst riding on the bull. He can 
never forget the cremation ground. He acceptsitas His abode and 
dances always there—“‘Perram, éri-p péy cūltal turavāy maravāy 
cutukatu enrum itamà-k kontu natamati” 19 This seems to be some- 
thing intrinsic about His Divinity, about His divine Grace. The 
damsels to whom the Lord goes to beg entreat Him to leave off 


this devil dance. ‘Your eyes, your mouth (words), your form 


are pure. Your cloth is made of stitched up rags. Leave off 


173. Mitta Tirupatikam, I, V. 5 ff. 


174. 7: 96: 3. 
175. 7: 53: 3. 
176. 7: 52: 9. 
177. 7: 46: 4. 
178. 7: 44: 4. 
179. 7: 41: 6; 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


BRAHMA SIRASCHĒDA MŪRTI 403 


this dancing with the ‘péys’ in the cremation ground. Are you 
mad?” *Tūyavar kannum viyun mēņiyum tunnavātāi cutalaiyil péyotu 
ātalai-tavirum nir oru pittaro??'? Here is thus an attempt to connect 
this dance with Bhiksatana form. This midnight dance, He 
dances with the many Bhūtas and the 'pēys* of the clear (vision) 
— **Telļiya péy pala pūtam avatrotunallirul nattamatu ātal navinror’ 38 
The description ‘‘telliya péy’’ is a tell-tale phrase where the all- 
egory is almost non-existent. The YFēga JVarasimha is called by 
Tirumankai Alvar of the Pallava Age, ‘‘Telliya Ciyam" where this 
word ‘Telliya is itself used. 


The old ideas about the ‘péy’ are not absent in this verse. 
The pays! eyes are like the kettle drum—Paraikkap" 38? They are 
giant-like, unlike the dwarfish paritams: they compose verses or 
sing as already explained? ‘The péy’s mouth is full of flesh — 
“Pulal vàyana pey 184 The Lord dances on the ashes and gets 
besmeared with ashes. This besmearing He will never leave — 
*Pulāl vayana pēyotu pūccoļiyīr”.?5 Or, this may mean, ‘He can 
get rid of making commotions with them’. The immensity of 
form is again emphasized: ‘The Lord stands in the great forest of 
cremation along with the group of huge and giant-like peys’ — 
“Perunkattakattir perumpéyum nirum...... nirrir".89 This pēy is one 
of the ganas. The poet speaks of the ‘peykkanam’.’*" Here the 
idea is not so much the gaza as the crowding of these around the 
Lord, * Moytta pal pay? — ‘the pays which swarm round you’ — 
the verb 'moytta, suggests the simile of the bees swarming in the 
honey. 


(10) 


This survey reveals three gradation. ‘Bhiitas’ almost identi- 
fying with God, represent the few ge souls, the sidahas: the 
fēys as revealed by the phrase, ‘telliya pey represent the Jūgis; the 
‘haritams’ are the attendants doing all service and all worship — 
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the ‘tontar’ and ‘bhaktas’ of the path of carya ganas and kriyā ganas 
usually grouped together.18 Ārūrar enumerated in one place! 
three kinds of followers of Siva — the 'anputatyār”, ‘toniar and 
‘pattar. He calls upon the 'azpar to dance, the ‘patiar’ to sing 
and ‘tontar’ to adorn their heads with Siva’s feet. This classifica- 
tion seems to agree with the description of the ‘péy”; as dancers 
— the Anpar; the Pūtam as singers — the ‘Pattar’; and the Pari- 
tam as followers — the Toufar. In other places, he groups the 
worshippers under the two heads of ‘Pattar and ‘Cittar’ — the 
*cittar or Siddhas are those who have achieved the jivanmukta 
stage and the ‘pattar’ or Bhaktas are on the way to jivanmukta 
stage — *'Pattar cittar’.1°1 In this verse he speaks of the many 
(palar) and one may argue that this group refers to the third 
group of *Tontar but in another place he speaks of ‘Pattar’ and 
‘Gittar uses the word ‘pala’ as qualifying ‘Pattar — “‘pala pattar’’'** 
suggesting that such an interpretation is not correct. 


189. Tiruvacakam, 46: 2. 
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191. 7: 52: 10. 
192. 7: 88: 7. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


Part IV 
CHAPTER Í 


BHIKSATANA MURTI 


I 


The Brahmasirascheda Mūrti introduces the Bhiksatana Mürti 
form and this may be now studied separately. We have already 
emphasized the revolution effected in making the horrid and 
terrific form, one of love. This is connected with the Karkāla 
and Kāpāli forms. 


Kankālamūrti and Bhiksatana : 


The description of the Kankalamirti is found in the Āgamas 
which we have been mentioning — Kamka, Kāraņa and Amšumad- 
bhēda. Kankālamūrti with yajfüopavita, a red uttariya and a cloth 
of skin is standing with the left straight and right leg slighltly 
bent and forward as though in the act of walking. There is the 
jatāmakuta with "matiam'! flowers, the crescent moon and the 
snake. His beaming face with half visible pearly teeth and ears 
of kuņdalas suggest that he is merrily smiling andsinging. He has 
four hands. There is, in the right front hand, a short stick pro- 
bably resined, to rub and vibrate the drum held on the left front 
hand. The back right arm holds the deer and the left the hori- 
zontal kankala danda — the bone of the arms and legs of the 
murdered person, tied up together with rope and adorned with 
peacock feathers and a flag, all of which hang on the left shoul- 
der. There isa gold dagger with a silver handle tucked up in 
He wears a pair of sandals and a number of snakes. 
and sing whilst one carries a receptacle for 
alms. Women appear around him full of passionate love for him 
giving alms, blessing him and yearning for his embrace, with 
their clothes slipping down. Other dēvas and sis are there in 
anjali pose or doing services such as sweeping of the path by Vayu, 
sprinkling of water by Varuna, carrying of the umbrellas by the 
Sun and the Moon and recitation of the Vedas by rsis. Bhiksatana 
form is similar. Instead of the bana stick he holds the kapala. He 


the girdle. 
Bhūtas romp, dance 


1. Datura. 
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has jatābhāra* or jatámandala. There is an ornamental band on the 
forehead. There are ornaments all over the body but with no 
clothing whatever except a snake coming as a waist string. In- 
stead of the Kankāla danda he carries the Trisula, similarly adorned. 


Ārūrar refers to this episode in one verse: 


“Mal utirattinai ērrut tēnru tolmicai kaléparantannaic cumanta 
maviratatta kankāļam”.3 


‘He received the blood of Visnu (in his bowl) and bore the bur- 


den of the dead body on his prominent shoulder — He of the 
kankala of the great penance,’. 


Il 


In the sculptures of the Kailasanatha Temple there are many 
representations of Bhiksatana and Kaikāla Murti which are always 
found with two hands. In fig. 1 of Plate XLVI (Rea), we find a 
beautiful figure of Siva with two hands as against four hands of 
the Āgamas. The matted lock is divided at the centre of the 
crown and flows on either side freely downwards in eight parts 
on each side reminding us Ārūrar's description — 'Gātai ettu’’.4 
He is holding on His shoulder a stick with what appears to be a 
handle at the lower end, on which He rests His left hand with 
three bends, one at the shoulder, the other at the elbow and the 
third at the wrist. The right arm crosses His chest with a right- 
angle-bend at the elbow and the palm and the fingers are above 
the left shoulders held in the sūcī mudra pose. Whilst the face, 
the chest and the trunk present the front view, the legs are twist- 
ed to the left showing their hind view, whilst their front portion 
faces the women opposite. The left leg stands as required by the 
Agamas straight on a wooden sandal with the knob between the 
toes. The right leg also wears this sandal but the leg is bent 
showing a forward motion. The cloth as a ribbon or a sash is 
knotted round the waist in front, one end of which reaches the 
left toe whilst the other end remains as a loop and a free end 
hanging on the right thigh. Probably there is also a girdle of 
gems or bones. There is a yajūēpavīta hanging cross-wise from the 
left shoulder and going over the hind part of the left knee. This 
is probably a serpent. Before Him sit kneeling, two Goh ai 
2. dishevelled hair. 

8. 7: 67: 10. 
4. 7: 19: 7. 
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ear-rings, bangles, armlets and necklace. A third is behind them. 
The other two are holding their hands across their chests crossed 
one over the other. Perhaps the expression is to reveal their love 
for this form which is naked. What appears to be a stick has 
already been explained to be the kankala and what seems to be a 
handle is probably the joint of the bones. 


Rea’s plate LXI represents another kañkāla mūrti. The 
matted locks are parted as in the previous case, but 
there is a crown on the head with rims artistically shaped 
as ‘pattam’? above the forehead as mentioned in the Agamas. 
The crown is conical with alotus bud-like ending at the top. The 
portion below this bud appears to be shaped like the tarinellikkāy 
—a kind of gooseberry. The matted-locks escape through open- 
ings on either side of this crown. There is a curious weapon with 
a handle, the hatchet portionin the middle and the trident spears 
at the top. It appears to be a combination of a strišūla” and a 
‘parasu’. This hangs as though in the air above His right shoulder. 
On the left is a round ring; if it is not representing the begging 
bowl, it must be taken to represent one of the *vaļaiyams* found 
in abundance in these sculptures. The pose is very much similar 
to the other one except that the twist is to the right, and the left 
leg, as against the Agamas, is bent and held up in forward motion. 
The karikāla is held on the right shoulder and the palm is resting 
on what appears to be the handle. At the top-most portion of 
this handle there is again a knob representing, as already hinted, 
the joint of the bones. From this knob flows around it, some- 
thing like a chaurie. It has already been seen that the Agamas 
describe this kankála adorned at its head with peacock feathers 
and things similar to them. Therefore, the flowing chaurie-like 
thing can be taken as some such adornment of karkāļa. It is not a 
trident ascribed to Bhiksītana. There are hanging in his person, 
ear-rings, neck-lace, a broader garland of rubies or bones, two 
armlets, on each shoulder and many bangles at the wrists. In 
addition to the flowing cloth of a sash, there is also a sash of 
serpents. The yajfiopavita flows down and goes over the left knee- 
cap. There is at least a ring visible, in one of the fingers of the 
left hand, if it is not to be taken as an aksamāla. A serpent with 
three heads is seen going round His right hand and making a loop 
near its neck. There is a woman standing on the left fully ador- 
ned and there is another kneeling on the right. 
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Plate No. XII, at its right hand corner of the top gives 
another representatation of Bhiksētana form. Plate No. LXXXVI 
fig. 5, gives this separately. The pose is like that of the figure in 
Plate LXI of Rea. One lady is kneeling down with an aūjali pose, 
her face expressing love and joy. Her head is a little bent down 
to the left perhaps with a blush. Behind her is another woman 
who is holding up her left hand and placing her right hand on 
the right shoulder of the woman in front. She is holding up her 
hand also. There is a rsi at the right hand top corner; perhaps he 
represents the Dārukavana Rsi, coming in haste and protesting 
against the women. Gopinātha Rao thinks that the pole held in 
one of the hands of Siva is a ‘sikhi piūccha. The other hand ac- 
cording to bim keeps an aksamāla and is held in cimmudra pose. 
He feels that there are no clothes worn. In other respects it is very 
much like Rea's plate No. LXI except for the absence of the 
crown and the three headed serpent. 


III 


Coming to the later time we find an image of Picchadevar set 
up by Rajaraja’s queen Lēkamahādēvi.” The following is the note 
of the epigraphist. “It consisted of the god Siva with four arms 
in a standing posture accompanied on one side by a standing 
goblin (called generally Kuņdodara) carrying the begging bowl on 


his head main with the figure Bhiksatana mūrti which we find in 
Siva temples. 


** Karanügama describes Bhiksātana thus: 


< Caturbhujam trinetram ca nagnam caiva smitānanam 
Bhasmadigdham vidrumābham katyām pannagasamvrtam 
Avrtialankrta bhrūgībādam pādukasaryutam í 
Daksiņam tatkarāgram tu hariņāsyānugam bhavēt. 


**Daksine aparahastē tu damarum caiva kārayēt 
Vāmē tvaparahast tu trišūlam piūchadhāriņam 
Kuncitam daksiņam pādam vāmapādam tu susthitam 
Samabhangasthanakam ca gamanonmukharüpakam. 


5. Rea. 
6. Hindu Iconography, Vol. II, Part I. 
7. S.LI., Vol. II, No 9, 
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** Kapalopetahastam ca vrsanabhisaman bhavēt 
Evam Bhiksātanam proktam gundodaramathé šyņu 

** Devasya vāmapāršvē tu gundodaramadhahsthitam 
Hastadvayasamáyuktam kapālam $irasi nyasēt. 

** Bhütakarasamáyuktam kundalé karnayornyaset 
Damstrākarālavaktram ca pūrvēktam laksananvitam. 


“Ina niche on the south wall of the central shrine is a 
beautiful image of Picchándár but without the goblin and the 
antelope. Itis worthy of note that there isa temple dedicated to 
Picchandar near Trichinopoly." 


IV 


On page 27, Rea dcscribes what he calls a large finely carved 
figure of Jimitakétu or the *cloud-bannered Siva’ in the Mahendra- 
varméévara shrine. Here is his description: “He is represented 
with matted hair; the right knee bent; he has a richly carved 
crown, and neck, arm and leg ornaments. Over his left shoulder 
is a garland, with rings of what seem intended for bones; another 
has alternate square and round ornaments on each of which is a 
sculptured skull: these reach down to his anklets. The waist 
ornament is broad, and has several bends of different ornamental 
designs. The anklets are in circles of balls; and on the feel are 
well carved and ornamental sandals (padaraksa). On each sandal, 
the kumi] — or small knob between the toes — is shown. On his 
left side is the three hooded naga, with its tail twisted upwards, 
and resting on his hand. The cloud banner held in a left hand 
over the shoulder, goes behind him and drops over the right, 
down to the waist: on the upper portion of the same side is — 
apparently — aclub. A worshipping female figure stands on his 
right; two females are on the left, one of which profusely orna- 
mented with jewels is kneeling and worshipping: the other female 
on the left side supports one of Siva's left hands. There are some 
other minor attendants in the group. 


“This panel is remarkably striking in the arrangement and 
execution of the whole design, even the smallest ornaments being 
clearly and beautifully cut”. 

It will be seen that this description agrees with our descrip- 
tion of two other representations of Kankala mūrti. In the absence 
of the clue given by the Agamas to identify the Kankala, Mr. Rea 
has erred in his interpreting this form as cloud-bannered Siva. 


Ah S» 
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Konkaļa form is not, according to the Agamas, naked as these 
figures and Bhiksātana form. Perhaps there is an attempt to 
synchronize and synthesize the various forms of Kāpāli, Kankala 
and Bhiksātana. 


V 


To this important step taken about the time of Tēvārm we 
must now turn. God goes a-begging. Before this stage of the 
Absolute, of union or unity is realized, the world stares us in the 
face with the varied souls and God, then, is the Lord of all. The 
intimate and inter-dependent relationship between the many 
souls and one God has however to be expressed in words. 


Mystics in this connection always think of love especially 
fugitive love which is true and sincere. This is taken as the 
symbol of intimate spiritual relationship. God is the lover, the 
souls are the ladies in secret love with Him, giving up every other 
relationship with the world and running mad after Him. The 
*gopis and Krsna, the Rsipatnis and Biks@tana — all these are but 
various attempts at expressing the inexpressible truth. The 
Kapali and Kankala forms — horrid, terrible and revolting at first 


sight — are thus beautified and sublimated so as to represent 
this mystic form of Biksatana. 


Ārūrar sings of this story in a dramatic way, making the 
women, love and speak for themselves. They have to be con- 
sidered at length in connection with Arürar's mysticism. We may, 
therefore, at this stage restrict our study to the poetic way in 
which this Bzks#fana form is described by our poet. 


The skull, the bones and the serpents? and other peculiari- 


ties of this form have already been noted. It was seen that in 
the Kāpālika vrata, one must not beg in more than seven houses 


But our poet speaks of the Lord begging in ten villages. In 
another place he speaks of the Lord going a-begging 7 ne 
houses,'' which brings out the significance of the Lord going to 
the doors of all. This suggests that the word ten above Ba 
should be interpreted as meaning many, unless there is a pun on 
the word ‘patiu’ to imply ‘Bhakti’. True to this, in other oe the 


So 729): 5: 
9. 7: 46: 1. 
10. 7: 46: 6. 
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poet speaksof Šiva going for alms to every house in every junction 


of the streets.“ Our poct also states that Siva wanders on all the 


points of the compass for begging,” and that he begs the whole 
world.3 He puns on the word ‘Arar’, which means both *Tiru- 
varir’ and a village of any one, and states that the Lord begs 
entering any village of any one.lt He goes to all and sundry, 
not only to the devotees; and, therefore, one love-sick woman 
sings, ‘Why roam about in all directions and receive alms? Pray, 
receive it only at the hands of the devotees who give with love 


and reverence’. 


The Lord goes with the shining garment of skin and sings 
Sümadéva , whilst begging.'* In addition to the Sāmadēva, He is 
said to sing many hymns. The word which is used is 'patikam” or 
a hymn of ten verses, a word which we have already discussed. 
The poet seems to suggest that even as the Saints of Tamil land 
as himself were going about in singing patikams, God also goes 
about singing ‘patikams’ probably in Tamil.” That He sings 
Tamil songs is emphasized by the question, ‘‘Centamil-t tiram 
zalliro?" 318 

Šiva carries on a conversation with the women telling them 
all sorts of fibs (kizi) and indulges in the play of deceit (patiru).1 
The ‘panas’ of the low caste were the go-betweens; they were the 
messengers of love, bringing back the lover to the harlot or paci- 
fying the rightful indignation of the truthful wife. All this kind 
of lustful talk is known as ‘paw’ after the ‘panas’ and the Lord 
according to the poet indulges in such talks of flattery, humility 
and lust with the women.” 

The *pütam" goes singing with him.2% *Pūritam” also follows 
him. Wehave suggested that the ‘pūtam’ etc., refer really to 
the ardent devotees of God. In keeping with this interpretation, 


11. 7: 6: 6; 7: 43: 5; 7 43: 8. 
12. 7: 43: 10 
13. 7: 77; 7 
14. 7: 83: 5 
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we find the poet describing the Lord going to the doors of Rsi- 
patnīs in the company of atiyūrs or followers.? Probably he 
differentiates the worshippers from the followers though he calls 
them both the ‘afiydr’ because he asks why the Lord is going for 
alms when there are worshippers who intoxicated with his love, 
madly prattle, worshipping Him with sweet-smelling flowers and 
praising Him, do all that is good for Him.” If these are not 
differentiated as worshippers and followers, we must hold in 
some cases that the Lord goes a-begging without the atiyārs.?% 


VI 


The poet speaks of the Lord going on the back of the bull,” 
spurring it on. What is more curious is that He goes along 
with His wife on this escapade of love and this shows that it is 
not any pastime of the libertine that is hinted at but some mystic 
characteristic feature of God. The mother aspect is indivisible 
from Siva. She is a creeper-like damsel who is but a moiety of 
Him, **Kurupatta koti’, and along with this partitioned better-half 
of a creeper, He goes a begging." This suggests the Ardhanārīs- 
vara form, something which cannot be thought of, for a libertine’s 
way of life. In another hymn also the poet suggests our Lord 
coming with half of His form appearing with the damsel of the 
long, eyes.?? The Lord is also said to come with jingling ‘cilampu’ 
and resounding ‘Kalal’ where the 'cilampu, the anklet, refers to the 
feminine half and the ‘kalal? or the heroic-ring on the leg refers 
to the masculine half, thus suggesting once again the Ardhanār- 
īšvara form.2® ‘With the lady of the mountain on the side the 
Lord begs the whole world’ — thus sings another hymn. The 
poet further groups together the bull, the pūtam and the lady of 
the red lips, red like the flower of the silk-cotton along with the 
Lord on his begging march! One of the women refuses alins 
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because of this very fact of his coming with his wife,?? even as 
another refuses because of the serpent he wears.33 


Here again it must be noted that He does not always go on 
his begging pilgrimage accompanied by his wife. ‘There is the 
Kamakkottam, the temple of your love and why then do you go for 
common alms?’, asks one woman.? ‘That form of parsimony, 
the lady-love of yours in every village cooks for charitable distri- 
bution. Why then do you wait at every door for alms?’ asks 
another. Here is a word ‘cetti? which has been interpreted above 
as one who is parsimonious and as referring to the mother. 
Otherwise it must refer to Siva as a ‘vaisya’. Murukan is descri- 
bed as a cetti's son, taking the form of ‘Uruttiracanmanir, son of 
*Uppürikuti kilir. No such story is told of Siva. It may be that 
the speaker is referring to the miserly nature of Siva in begging 
for alms whilst there is thelady-love feeding all. Another woman 
asks the Lord, *Are all this wealth amassed as a result of begging 
for alms at every door along with your followers, for your wife 
Umā'?*$ What is important here is that the women are referring 
to the lady-love not as standing before them but remaining else- 
where as the lady of wealth and charity. 


VII 


The poet gives some interesting particulars. He speaks of 
the Lord going at dusk—‘Antt’.%” In another place, he speaks of 
the Lord coming for alms at mid-day when the sun is at the 
zenith of the heaven—'Ucc?.? In the common place of the 
women companions, He goes for begging and the ferocious dogs 
probably frightened at His sight go into the house and bark.*? 
The word for the woman companion is “cericci’.4° ‘Ceti? means a 
woman-companion and also a servant and the word ‘céficcz’ must 
have been formed with an additional feminine suffix. Or, we may 
trace it to the word ‘céfi? meaning the Vidhyādhara world. Perhaps 
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by calling them denizens of Vidtyādkara world, the poet wants to 
emphasize their superhuman aspect and their present lite of love. 
The common place is made still more realistic. It is the place 
where the fruits of the palmyra fall down producing a ‘catacata’ 
noisē.*! The alms given is mixed with the eatable ‘vatakam’.” It 
is not clear that the word ‘vatakam’4* was used in this sense in the 
age of Arürar; it may also mean small balls of food. The meaning 
obtaining at the time of Cilappatikaram*i! and Cintimam is that of 
a valuable cloth, and the words in this hymn can be interpreted 
so as to mean that the Lord came with a variety of clothes or 
skins4$ In another place the poet speaks of the Lord knocking 
away the dried food, the women gave as alms—'Unarkal", and 
this seems to suggest that *'vatakam" as a dried preparation might 
have been known in Ārūrar's age. If this is so, the Tamil Lexicon 
is evidently wrong in giving ordinary cooked food as the meaning 


for ‘Unankal’ in this verse, as the meaning of dried food material 
seems to be more appropriate.!" 


VIII 


The Tamilians are in mortal fear of begging. Tiruvaļļuvar 
comes down with a curse on God or the maker of the state, if he 
were responsible for the state of affairs in a society in which man 
has to drag on his existence by begging.48 To give is to live and 
our hand has to be always above that of others as it is in the act 
of giving; therefore, if such giving is not possible, the frightful 
death is more welcome.4? That is Tiruvalluvar's ideal. The poet, 
therefore, asks the Lord, ‘Why are you alive here if you are to 
live by begging for the crumbs thrown out? 50. Propriety is 
spoken of in Tamil as the beauty of the moral grandeur. The 
women feelat first sight the impropriety of this begging of the 
Lord and they ask, ‘Is this in keeping with the beauty of your 
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moral grandeur — Aļakw?.5! Or, ‘Is this in keeping with your 
characteristic feature -— fpanmai'?.9 Or, ‘Is this the life worth 
the name — vālkkaiyē?.55 Or, ‘Is this proper and just —takkate'?.9 
*Will not your followers cry over pathetic sight of your wander- 
ing through many villages?', cries one. Or, ‘What will others 
say?’.°6 This line of thought is, therefore, valid as far as it goes 
and the poet concludes, the Lord reveals himself as the true prin- 
ciple to those who supplicate to Him saying, *Why have you 
received alms’?5? One pathetically exclaims, ‘Will not your 
followers cry over this sight of your wandering through many 
villages'?.58 


But this is only a prima facie view. The other hymns reveal 
the true essence of this picture. If this begging is not an occa- 
sional activity this must be so if its mystic significance is under- 
stood. ‘He will never leave off going for alms’, says one to the 
Lord.5? It is, therefore, a never ending activity till the last soul 
is saved. He loves this eating of the alms and, therefore, He 
dances all through the night in the fire. The dance and cosmic 
activity are thus connected with this begging of souls. The Lord 
goes for alms dancing.9 Is not any act of His, a dance of the 
Bhāratī variety? The begging in the skull of the dead is His 
wealth and His great Tapas or Sacrifice — His crucifixion for us. 
He revels in this. He goes to every door saying, ‘Give me alms'.6? 
He loves with all His heart the alms thrown at the door.™ One 
who receives the alms, is the beggar — that is His name, and our 
poet has coined a phrase for this, Pali kolli”. He has no other 
food; His hunger for the love of souls is indeed so very much. 
He has no food except the common alms of the village for Him- 
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self to eat and for others to distribute.** But He begs and dis- 
tributes the alms received. God comes in guest of love and 
once He finds it, it is repaid a thousand-fold. ‘You receive the 
alms but you do not know any way of eating it’, so says a 
woman.®8 That is because He does not know to withhold the 
love for Himself but He repays it all and more. Taken in this 
light, this form is no pretension but the true characteristic form 
of God. ‘Oh! our prince of the true form assumed at every door 
merely for the remnants of the alms’, so sings the poet.9? 


Therefore, the poet calls him, ‘He whose characteristic fea- 
ture is to go in quest of alms and eat whatever He gets'.? The 
word used here is ‘Panpu’ — ‘Panputaiyan’ and this word ‘Panpu’ 
has a peculiar meaning of behaving befittingly after knowing the 
characteristic features of all those with whom one meets. The 
begging of love is thus a befitting act, befitting Him and befitting 


the environment of souls. This itself thus becomes the true test 


of divinity. The poet calls the Lord, “Pali tērum Paramétti** — 
‘Thou, Great Lord in quest of alms’. He is sure that the Lord 
who begs for alms at every door is the Lord, our master. There 
he sings in the hymn, ‘I shall not deride you for this characteris- 
tic of begging which is after all befitting the world'.?? 


IX 


It is now clear that this begging form has an esoteric signi- 
ficance and, therefore, the woman asks the Lord to explain this 
mystery. ‘What is the significance of receiving alms'.”3 ‘Why 
is this wandering on the bull for alms from house to house’?74 
‘What is this wandering, where you are so very much trans- 


formed’??5 This transformation is that of the Lord becoming a 
beggar. 
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CHAPTHR II 
DAKSINAMURTHI 
I 


Silence is the limit of true knowledge — * Mēnamenbatu ñana 
varampu”. This silence expresses the supreme peacefulness. It is 
a negation of all the worries and frenzied activities of the world. 
The Absolute is characterised by this supreme calmness and the 
Vedas always wind up crying in joy: “Om Santi! Santi! Santh!’’. 
The Seers of India have visualized this form of supreme peaceful- 
ness and have given to it a concrete form, a form which has 
moved the hearts of great philosophers like Sankara. He exclaims, 
«What a wonder of wonders! The Teacher is young; the students 
are hoary old men, and His teaching is but silence, and lo! all 
their doubts are cleared.” This refers to the form of Daksinā- 
mūrti, found in every Siva temple in a niche on the southern wall. 
It is because He faces the south, He is known as Daksinamürti 
or in Tamil, * Tex mukam konta katavuļ.” As the Tamil Country 
including Ceylon where Tamil was spoken, was the southernmost 
Country then known, the Tamilians looked upon Dakstņāmūrti — 
and Nataraja, who also faces south—as the Deity of their own. 


II 


The Daksināmūrti form is traced to the Mohenjo-daro- 
Harappa civilization. One of the engraved seals found there is 
described by Marshall. Because of the importance of his remarks 
for the History of Saivism, they are quoted in full: “The God 
who is three faced is seated on a low Indian throne in a typical 
attitude of yoga, with legs bent double beneath Him, heel to heel, 
and toes turned downwards. His arms are outstretched, His 
hands with thumbs to front, resting on His knees. From wrist to 
shoulder the arms are covered with bangles, eight smaller and 
three larger; over his breast is a triangular pectoral or perhaps a 
series of necklaces or torques, like those on the later class of 
Goddess figurines from Balūchistān; and round His waist a double 
band. The lower limbs are bare and the phallus seemingly expo- 
sed, but it is possible that what oppears to be the phallus is in 
reality the end of the waist band. Crowning His head is a pair of 
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horns meeting in a tall head-dress. To either side of the God are 
four animals, an elephant and tiger on His proper right, a rhino- 
ceros and buffalo on His left. Beneath the throne are two deer 
standing with heads regardant and horns turned to the centre" 
In continuation, he says, “At the top of the seal is an inscription 
of seven letters, the last of which, for lack of room at the right- 
hand top corner, has been placed between the elephant and the 
tiger. From the foregoing, it will be seen, that the attributes of 
the deity are peculiarly distinctive. In the first place, He is three 
faced (trimukha), and we are at once reminded that in historic 
times Siva was portrayed with one, three, four, or five faces and 
always with three eyes, and that the familiar triad, of Siva, 
Brahma and Visnu, is habitually represented by a three-faced 
image. Of the three-faced Siva—that is Siva without Brahma 
and Visnu—there is a fine example among the ruined temples of 
Dévangana near Mount Abu, and other examples are illustrated 
in T. A. Gopinatha Rao’s Elements of Hindu Iconography, notably 
one at Mēlcēri, near Kāvērippākkam in the North Arcot District, 
another near the Gokak Falls in the Belgaum District, and a third 
at Chitorgarh in Udaipur State but in historic times the type was 
not a common one and may have been produced under the influ- 
ence of the trimukha images representing the triad. Indeed, the 
question presents itself whether the three-faced deity on our 
Mohenjo-daro seal is not a syncretic form of three deities rolled 
in one. I donot mean by this that the philosophic idea of a 
triad associated with the doctrine of the absolute had taken shape 
at this early period, but simply that the cult of this particular 
god—call him Siva or by whatever name we like—had been 
amalgamated with other cults, and that the fact was signified by 
giving him three faces instead of one. In support of this sugges- 
tion, it is to be recalled that the conception of the triad or trinity 
isa vely old one in India, though it was possibly not until the 
historic period that it assumed a philosophic aspect, and that it 
was equally old in Mesopotamia, where such triads as those of 
Sin, Shamash, and Ishtar or of Anu, Enlil, and Ea were long 
antecedent to the Aryans. In this three-faced God from 
Mohenjo-daro. therefore, it may be that the germ of the same 
idea is expressed. It is more likely, however, that án dio ās 
instance the god was provided with a plurality of faces in token 


1. Moh. Ind. Civ., page 52. 
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of his all-seeing nature; that these images afterwards suggested 
the trimūrtis of Siva, Brahma, and Visnu; and īhat the latter in 
their turn subsequently inspired such images as those referred to 
above. 


«The second feature of this pre-Aryan god that links him 
with the historic Siva is his peculiar Tēgi-like posture, with feet 
drawn up beneath him, toes turned down, and hands extended 
above the knees. Siva is pre-eminently the prince of Yogis, the 
typical ascetic and self-mortifier, whence his names Mahātapal, 
Mahāyēgin. Primarily, the purpose of yoga was the attainment of 
union with the god by mental discipline and concentration; but 
it was also the means of acquiring miraculous powers, and hence 
in course of time the yēgi came to be regarded asa magician, 
miracle-monger, and charlatan. Like Saivism itself, yoga had its 
origin among the pre-Aryan population, and this explains why it 
was not until the Epic Period that it came to play an impor- 
tant role in Indo-Aryan religion. Even before the discovery of 
this seal, Rai Bahadur Rāmaprasad Chanda had pointed out that 
the head of the male statue from Mohenjo-daro illustrated in 
Pl. XCVIII has its eyes concentrated on the tip of the nose, and 
had concluded — with remarkable intution — that it was por- 
trayed in an attitude of yoga. Probably it is the statue of a priest 
or may be of a king-priest, since it lacks the horns which would 
naturally be expected ifit were a figure of the deity himself. 
That it possessed a religious or quasi-religious character is sug- 
gested by the distinctive trefoil patterning of its robe — a motif 
which ia Sumer is reserved for objects of a sacral nature: A deity 
in the same yog: attitude is also depicted on a small faience seal- 
ing from Mohenjo-daro, but in this case there is a kneeling Naga 
to either side of him with hands uplifted in prayer. Whether 
this deity is three-faced or not, the sealing is too defaced to show, 
but it is noteworthy that on another seal lately found at 
Mohenjo-daro a deity is portrayed in the same posture with one 
face only. As already remarked, Šiva may be represented with 
one, three, four, or more faces, but that his prehistoric prototype 
also had a variable number of faces obviously cannot be taken 
for granted. ‘It may be that the god on all three seals is one and 
the same, but it may also be that the yoga attitude was transferr- 


ed to other deities as well. 
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«Šiva is not only prince of logis; he is also lord of the beasts. 
(pašupati), and it is seemingly in reference to this aspect of his. 
nature that the four animals — the elephant, tiger, rhinoceros, 
and buffalo — are grouped about him. In historic times the title 
pasupati meant “lord of cattle", and by analogy pašu was applied 
to the human herds of which Siva was the herdsman; but in the 
Vedic hymns pašu signified a beast of the jungle, and it may re- 
asonably be inferred, therefore, that at that time the deity was 
regarded as master of wild, no less than of tame animals. Rudra, 
the Vedic God, whose cult was amalgamated and identified with 
that of Siva, also bore the title of pasupati, and this may concei- 
vably have been one of the reasons for identifying him with Siva. 
An instructive parallel to this aspect of the deity is furnished by 
the nameless god and goddess of Minoan Crete, who are fre- 
quently figured on the monuments in company with lions or ieo- 
pards and have come to be known as the master and mistress of 
animals. The Anatolian Cybele, too, who is analogous to the 
Great Mother Mahādēvī — the consort of Siva — was similarly 
supported by lions. 


“Still another attribute that helps to connect this unknown 
God with Siva, though it does not amount to actual evidence of 
identity, is the pair of horns crowning his head. Similar horns 
appear on the heads of various figures at Mohenjo-daro,? as well 
as on the terra-costa masks figured in Pl. XCV, 1-3. In these 
cases there can be little doubt that the horns have a special 
sacred significance. In Pl. XII, 18 and 22, they are certainly the 
emblem of the deity; in other cases they seem to have been trans- 
ferred to the priest or possibly to the votary. Precisely the same 
practice obtained at this period in Sumer and Babylonia. where 
horns were commonly used to denote the deity, but were also 
worn by kings or priests, presumably because they were regarded 
as incarnations or representatives of the horned gods. Such 
horns, therefore, must not be regarded as the attribute of any 
particular deity or used as an argument for associating one deity 
with another. On the other hand, this Particular pre-Aryan 
emblem of divinity, although not generally adopted by the Vedic 
Aryan, did not entirely die out. In later days it took the form of 
the trisūla or trident, and in that guise continued to be 


5 3 a special 
attribute of Siva, though it was subseguently usurped 5 


by other 
3. eg. Ibid., Pls. XII, 18, 22, and XIII, 17. 
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sects as well; notably by the Buddhists, with whom it stood for 
the Trinity of the three jewels (triratna). This emblem, therefore, 


. while of itself proving nothing definite nevertheless provides 


another link in the chain which connects Siva with the pre-Aryan 
religion, and to this extent supports his identification with the 
deity of the seal. 


“Finally, there remain the deer or ibexes beneath the seat of 
the god. Two deer in a like position are portrayed on many 
mediaeval images of Siva, especially when he appears in the form 
of Daksiņamūrti or Yogadaksinámürti; and a deer (mrga) held in 
one of his hands is a frequent attribute of the god in other mani- 
festations. The two deer beneath the throne recall, of course, the 
familiar deer beneath the Buddha's throne in the dharmacakra 
scene, where they are symbolic of the deer-park, in which the first 
sermon was preached; and so common, indeed, was this motif in 
early Buddhist India, that we might well have been excused for 
supposing that it was borrowed by the Saivites from the Buddhists. 
It now becomes evident, however, that the motif was long anterior 
to Buddhism, and it seems not improbable that the Buddhists 
themselves adopted it, as they adopted so much else, from the 
popular religion of the day, as being peculiarly associated with 
the Yogi or the Teacher type already long established by the 
Saivites.”1 

III 

The Purānic story as found in Tamil Kantapuranam based on 
the Sankara Samhita of Maha Skanda Purana is as follows: The 
Mother Goddess, born as the daughter of Daksa, gave that form 
away, enraged at the insult of Daksa hurled on Her and Her hus- 
band. She lay down Herself as a child. to be picked up by the 
Mountain-king Himavān. In the meantime, Siva in Kailas seated 
Himself under a banyan tree (Ficus dalhouseae) ‘kallaal. The sons 
the four great ysis Sanaka, Sananda, Sanātana and 
Sanatkumāra came to Him; and He took them to that secret place 
for conferring on them the highest knowledge and bliss. The 
teacher and the taught were realising these supreme bliss of the 
Absolute. The whole world remained unmoved by any rufflings 
of the heart or lust. It looked as though creation had stopped. 
No child was born. The daughter of Himavan was performing 
d heart of Siva. The Dēvas were 


of Brahma, 


tapas for winning the hands an 


4. Moh. Ind Giv., pp.53-55. 
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suffering under the grinding tyranny of Sūrabadma. It was fore- 
told to them that a child born to Siva could alone kill this demon 
and restore peace. To bring about a union of the Mother- 
Goddess and Father-God, the Devas sent Kama to kindle the 
passion in the heart of Siva. It is before this great Yogi of a God, 
teaching the ysis to experience the highest bliss, that Kama, much 
against his wish, went, only to be burnt to ashes. 


IV 


It is this form of the God, expounding the highest truth to 
the 7$is, that is called the Daksiņāmūrti form. It is the form of 
the great teacher. It has come to be generalized thus: ‘““There- 
fore we have a teacher of Yoga, a teacher of Fiidna, a teacher of 
Music and a teacher of Sastras (Books and Arts)." This gives us 
four forms: Yoga Daksiņāmūrti Jnana Daksinamürti, Vinadhara 
Daksinümürti and Vyākhyāna Daksindmirit. 

The Yoga Daksinámürti, according to the Agamas, is found in 
three forms. In the first form, the legs are found crossed one 
over the other such that the soles are turned upside in what is 
called the svastikāsana. The front righ hand holds the yoga mudrā 
near the chest. The front left hand rests on the lap. The back 
right hand holds the aksamālā and the back left hand, a lotus. 
The sight is fixed on the tip of the nose. A few jatas hang over 
the shoulders. Here, we find sis surrounding Him. 


In the second form, the right leg hangs down, whilst the left 
leg is bent as in the 'utkutikasana'. The yogapatta surrounds the 
body and the left leg. The stretched out front left arm rests by 
its elbow on the knee of the bent left leg. Otherwise this form 
is like the first. 


In the third form, both the legs are bent and crossed and 
kept more or less vertically whilst a yēgapatta goes round the body 
and the legs to keep them in position. The front arms rest stret- 
ched out on the respective knees. The back hands hold an aksa- 
mālā on the right and a water pot on the left. The jātās are dts 
posed in the form of jatamandala and in it are the crescent moon 
a snake, and other objects. , 

The Jaana Daksiņāmūrti is the same form as the Voākhvāna 
Daksimámürti. But here, the back right hand holds ne Des js 
and the back left hand a water lily, whilst the-front ri y at 
and left hand are held in jaznamudra and abkaya or no an 
respectively. nda poses 
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The Vinadhara Dakstņāmūrti, as the teacher of music, is called 
Gana Daksiņāmūrti by Kamikigama. The front hands are held 
sarpikara, the right palm faces downwards whilst the left faces up- 
wards. The left arm is held at a higher level and the right arm 
is held at a lower level. This is the pose required for holding the 
‘Vind whose sound-box rests on the right thigh. The lower right 
hand manipulates its strings. The vīņā itself is held at the top by 
the left hand and at the lower end by the right hand. The 
Amsumadbhédagama keeps the left leg as in ‘utkutika’ pose. The 
two front hands hold the ‘vīnā’: otherwise this form is like the 
Vyākhyāna Daksinamürti form. 

The Vyakhyana Daksiņāmūrti is seated under a banyan tree on 
a set of tiger's skin or on a padmāsana. The right leg hangs down 
straight; the left leg is bent and it rests on the right thigh, as in 
‘yirasana’. The right leg may or may not be resting on an “apas- 
mara purusa’. There are four hands, the front right is held in cin- 
mudrā or sanidaméa pose and the front left hand is kept in a varada 
pose resting upon the left knee. Sometimes this is held straight 
in the danda pose when the elbow rests on the left knee. In the 
back right hand is the aksamala. In the corresponding left hand, 
there is fire or snake. The hand held in varada pose may hold a 
book and the other left hand may hold a snake, fire, a lotus or a 
nilotpala (blue lily). The body is rigid, without any bend, in the 
upright posture of a yogi. In the jatā, there are datura and other 
wild flowers, and a serpent on the left, the skull, the crescent 
moon and small bells on the right, whilst the smiling Ganga is in 
the centre. The face shows no mental perturbation. His sight 
is fixed on the tip of the nose or on the tip of the toe. The rysis 
are surrounding Him, eager to learn. Their names are given in 
many different ways: Kāmikāgama beginning to enumerate seven 
rsis specifically refers only to five: Kausika, Kašyapa, Bhāradvāja, 
Atri and Gautama. Some Agamas refer only to four: Agastya, 
Pulastya, Visvamitra and Āngiraša. Others give the names of seven 
ysis: Narada, Jamadagni, Vasista, Bhrgu, Bharadvaja, Sanaka and 
Agastya. There are kinnaras and dēvas. 

In some cases, Vinadhara Daksināmūrti is found in a standing 
n the Madras Museum image. 

V 


Coming to the sculptures of the age of Arürar, we find various 
m in the Kailāsanātha temple. In the 


posture, as t 


representations of this for 
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interior of the small court, Rea describes? two panels thus: “The 
panel to the right is a large one, and has a sculptured group of 
twelve sages, who seem to be listening to the exhortations of the 
philosophic Siva (Daksinamürti), who is represented seated under a 
banyan tree in a panel opposite this one, on the south side wall of 
the central shrine in this court. The panel, with the sages, occu- 
pies a position on the south wall of the court, and the two panels 
exactly face each other. The ingenious arrangement is adopted 
on the opposite side of this court, and also on the north and the 
south sides of the large vimána". 


Lower down, in the same page, he refers to a large panel 
opposite to the large one noted on the south side. He writes: 
“The subject is much the same in both cases; in this panel eleven 
seated sages are listening to the exhortations of Siva, who is re- 
presented in a panel on the north side of the central shrine. He 


is armed with different symbolical weapons, and seems to be 
preaching war”. 


On page 28, Rea describes the exterior of the Mahēndravay- 
mēšvaragrham: “On the south side of this shrine is the large panel 
(before referred to), as being opposite the sculptured group of 
twelve sages. It represents the figure of Daksinamarti, or Siva in 
His yogi seat, under a banyan tree. He has four hands: in the 
upper right is a noose; and in one of the left is a serpent. His 
hair is matted; and His knees are bound together with a cloth. 
In the same panel are a male, and a female and two deer”. 


«Over the niche is a central figure of Ganapati...On each 
side of the large panel is a set of three small ones; in the right 
lower are two figures seated cross-legged; they have matted hair, 
and are seemingly yogis; the panel over has a lion and two gan- 
dharvas; the top panel has a musician playing to amuse Siva. 


“The lowest of the three panels—on the left on the central 
one— has two figures, one of which is a yogi, with beard. matted 
> 


hair and crown; the upper tier of panels is similar to the right 
side”. 


5. Pallava Architecture, p. 26. 
6. Rea, p. 26. 
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“The north side has a design similar in its main features and 
grouping, to the south side. The principal figure is Siva, but, in 
this case, He is shown in fierce attitude, armed with numerous 
symbolical weapons, and seemingly preaching war to His disci- 
ples seated in the panel directly opposite. He has eight hands; 
the upper right and left support an elephant’s skin over His head; 
in the right, and drum, club and trident; one of the left touches 
His crown; another has a noose, and the lowest is empty. Over 
the figure is a row of gandharvas”. 


Describing the inner court, Mr. Rea notices that the central 
panel has Siva as a yogi with an attendant on right and left.” 


Coming to the Ardhamandapam, on the south outside face of 
the shrine is Siva as yogi seated under a tree. He has four arms: 
in one of His left is a torch; beside Him are birds, two deer and 
a snake under. The panel is supported on an elephant’s head. 
The side panels have yogis under, with yāļis and ornament on top: 
This is given in plate No. LXII. On the north side of the central 
shrine, on the north facade of the vimana, is Šiva in yēgāsana 
seated over a bhūta: these are supported on an elephant. The 
lower side panels have worshipping figures of Brahma on Siva’s 
right, and Visnu on His left. In the two upper side panels are a 
pāli and rider: This is given in plate No. LV, fig. 2. 


Among the cell sculptures also, we have representations of 
Daksiņāmūrti. In cell No. XVI, Siva, according to Mr. Rea, is 
found in yēgāsana resting on the shoulders of a devotee, whilst 
two yogis sit in meditation, on what seem to be clouds. This is 


found in plate No. XXXV, figure 1. 


Between cells Nos. XXII and XXIII, there is a yogi with 
four attendants. In the XXXV cell, Siva is found seated in yoga- 
sana under a banyan tree; His right leg rests on aa deer; two 
gandharvas are held up on each side in His hands; too yogis kneel 
under: This is found in plate No. XL, figure 1. The space bet- 
ween cells XX XV and XXXVI represents eleven yogis seated in 
a row on a platform, on the right side of which is a panel with 
Parvati under a tree. All these three give the story of Parvati's 


tapas and Siva’s yoga. 


7. Rea, p. 29. 
T. 54 
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There is one thing very startling about Kea’s description of 
Daksiņāmūrti. He interprets the expression as a sermon inciting 
war.8 The Purāņas give nowhere any such hint. Hence Mr, 
Gopinatha Rao dismisses this interpretation with the remark, 
“Such mistakes are fairly common in Rea’s publications and 
hence need no serious refutation"".? 

The surface of the stone wherein this form was sculptured 
had peeled off, leaving a disfigured sculpture. It is because of 
this disfiguration, Rea must have been misled into this kind of 
wrong interpretation. In addition to this, sometimes, replaster- 
ing had been done in later ages by people who could not make 
out the exact nature of the injured sculptures. Mr. Gopinatha 
Rao suggests that this must have been in this way, that the lotus, 
required by the Agamas to be in the hand of Daksimamürti, had 
been replaced by a later day artist by a torch.!? 


Plate XXXV, fig. l, (Rea), gives us the picture of ga 


Daksiņāmūrti — the third mode of its representations as described 
above. 


Plate LV, fig. 2, (Rea), is a similar Yoga Daksināmūrti. The 


description of this figure as given by Rea had already been 
noted. 


Plate CXI, flg. 2, (Rea), gives a similar sculpture in a panel 
on the North side of the Tripurantake$vara temple. The Sankha 
and Cakra found in the hands of Daksināmūrti are evidently wrong. 


The second form of Yoga Daksināmūrti which may be easily 
recognized with the help of the yogapatta surrounding the left leg 
is found in plate XL, fig. l, and in plate LXII. The latter 
appears as plate LX XVII and the former more or less as plate 
LXXVIII in Hindu Iconography," which Mr. Gopinatha Rao 
describes as follows: “In this sculpture Siva has His left leg bent 
and resting vertically on the seat and this leg and the body are 
bound together by the yogapatía. The front right hand is held in 
the yogamudra pose, while the front left hand isin the abhayo pose. 


8. Rea, p. 26. 

9. P. 288, Elements of Hindu Iconography, V. YI, pt. 1. 
10. ZJbid., p. 287. 

11. Vol. II, Part I. 
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The back right hand keeps an aksamālā and the back left hand, agni 
or a lotus flower. The right leg is hanging down the seat. Siva is 
as in the previous instances, seated under the shade of a banyan 
tree and below His seat are deer lying, with their heads lifted up 
to Siva. Below His right elbow is a cobra with an uplifted hood, 
also gazing at the enchanting figure of Siva. Above the head of 
Siva are seen seated a pair of bhūtas on either side. On three 
niches situated on either side respectively of Daksiņāmūrti are ysis 
sitting and listening to the preaching of Dharma or Yoga by Siva. 
The image, whose photograph is reproduced as plate LXXVIII, 
is almost similar to that on plate LX XVII; the back right hand, 
in this instance, carries a cobra. Daksinamirti is seen sitting here 
upon a bhadrapitha placed upon a hill? 


Plate XL, fig. 1, in Rea, is more or less similar to the plate 
LXXVIII of Hindu lconography. The background of the banyan 
tree is visible. In Rea, there, Daksiņāmūrtt is holding what ap- 
pears to be a hatchet on the left back hand. The left front hand 
seems to be holding the yóga mudra. There is the cobra with the 
uplifted hood on the right side. There are two ysis sitting under 
His feet; the form of the deer is also visible. 


Forms of Daksināmūrti described by Rea as preaching to the 
rsis may be taken as Vyakhyana Daksiņāmūrti or fūāna Daksinamürti. 


Coming to the Vinadhara Daksiņāmūrti, fortunately, we have 
one representation of this form ina sculpture of the Kailasanatha 
temple. Plate XLIII, fig. 2, gives a drawing of this sculpture. 
Rea describes it as follows: “Siva stands with his left foot raised, 
and resting on a pedestal; He holds a musical instrument across 
His body. Two devotees — one with knotted hair, and the other 
bearded — stand on His left. Two bulls are seen — on the left 
of Siva — ascending the sky, with Siva and Parvati on each”. 


Those who are riding the bulls must be taken to be, two out 
of the eleven Rudras. There is also a third figure behind the two 
All the three seem to be dancing in joy to the tune of the 
‘Viņa by Lord Siva. There is an umbrella 
It is not clear what the back arms are 


sis. 
music played on the 
above the crown of Siva. 


12. Ibid., pp. 287-288. 
13. Ibid., p. 35. 
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holding. The front arms are held in the kataka pose holding the 
musical instrument: the left arm is holding its upper end and the 
right arm is probably playing on the instrument near its sound 
box. Except for the standing posture, this tallies with the 4 gamic 
description; and the tradition of South Indian temples seem to 
favour this standing posture as may be seen from the Vindhara 
Daksinamarti found in the Madras Museum and at Vatarankam 
which are all in standing posture. 


IV 


Marshall’s suggestion that this y6gi’s form of Siva is probably 
as old as Indus valley civilization as has already been mentioned. 
The intimate connection of Saivism with yogic practices from the 
Vēdic age has been referred to when describing the Daksa yajiia 
elsewhere. The munis and késins of Rg Véda are associated with 
Rudras. The Katvalya Upanisad speaks of the yogi. The cult of 
guru is found developed even in Svztásoatara Upanisad, Svētāsvatara 
being the guru. In the Mahābhārata, we see this cult taking a firm 
root and Krsna is initiated into Saivism by Upamanyu. 


Dakstnāmūrti as the Lord of the banyan tree is as old as the 
Cankam Literature. He is often connected with Muruka, the 
Tamil God, as His son. The Tirumurukārruppatai sings of Him as 
“Al kelu katavul.14 “Al amar celvan”*15 — seems to be the popular 


term of the God in the Cankam Age. Puram., 198:9 mentions, 
< Ālamar katavul’’. 


It will be seen that He is described as being rich and it is 
because of this that the poet of Puranānūru, Pēricāttanār, com- 
pares the wealth of his patron Pantiya Nanmāran to this God. 
This tradition of peculiar wealth of Daksinámürti seems to have 


been current during the time of Arürar also, who sings of Him as 
« Al nilal kil iruntarulum celvan^ 27 


* 4y', one of seven Tamil patrons is remembered even today 
for his artistic appreciation of the form of this Lord which 


14. 1. 256. 
15. Cirupāņ: 1. 97; Kali, vv. 81, 83; Māņi., Cil g: rit 
1. 91; Kunrakkuravai, 14: 3. "4b, Kaffurai katai, — 
16. Puram., 198. 
17. 7: 70: 8. 
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inspired this patron to makea gift ofa costly silk presented to him 
by the Nagas to the God.!s 


Cilappatikàram mentions a brahmin boy who bore the name 
Daksiņāmūrti and who conquered others in a learned debate. He is 
mentioned as ‘‘Almar celvan peyarkontu valarnton? 19 Therefore, by 
that time, the name of Daksinümürti must have gained great curr- 
ency in the land. 


In the age of Tēvāram, this cult of Daksiņāmūrti, as the cult 
of the great teacher of Yoga, Jnana and of all kinds of learning and 
Arts, seems to have become fully developed. If Watarāja repre- 
sents the bliss of the Absolute Daksiņāmūrti represents the know- 
ledge aspect as unperturbed peace and silence. 


VII 


We have‘ ‘Alakkoyil’’,2° of *Kaccür' in the Chingleput District. 
Ārūrar addresses the Lord, **Kolakkoyil kutaiyak koyil kuļirpūn kaccūr 
vatapālai ālak kēyil kallāl niļarkīļ arankaļ uraitta ammāņē”*1—*Oh! 
Thou father! who expounded the Dharmas under the shade of the 
banyan tree in the “dlakkayil” in the northern part of the cool 


and beautiful Kaccūr, that beautiful temple, that temple 


without any want”. Probably in the age of Ārūrar, there was a 
famous representation of Daksinümürti form in the temple of 
< Alakkoyi^. 

It looks as though chat the tradition as found crystallized to 
day had not taken that final form in the age of Tēvāram. Daksina- 
mūrti is found all alone without the Mother Goddess on His side. 


But, Campantar speaks of our Lord who expounds the Vēdas 
seated himself under a banyan tree along with the Lady of the 


crescent forehead.?? 


Plate XLI, fig, 2, in Rea, gives the representation of Šiva and 
Parvati. Siva is seated there. There is aksamāla in the right 
back hand and probably cinmudra in the left front hand. The 


left leg, instead of the right leg, is hanging down and the right 


leg is crossed over it. The right front arm is resting straight on 


18. Cirupan., ll 96-99. 4 
19. Gilap., Kaļ(urai kātai, l. 91. 


20. 7: 41. 
21. 7: 41: 3. 
22. 2: 85: 4 
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the seat. There is Brahma beneath the seat. Yogapattam is seen 
binding the right leg on the body. It is this which makes us 
suspect that thisis something similar to what Campantar describes 
in his form. Rea describes here Siva as a yogi.? But Ārūrar speaks 
of Daksinamürti as ‘Aravan’.24 This word ‘Aravan’, thanks to Tiruk 
kural, has come to denote an ascetic or a sanyasin, the 'nittar — 
ss Antaņar enpor azavor’.*® 


The number of ysis or saints, who were taught by Daksiņā- 
murti, has not reached the definiteness of the later days. In the 
Kailāsanātha temple sculptures, we saw in a few cases eleven sis 
and in a few others twelve ;sis undergoing spiritual training 
under Daksināmūrti. Rea's plate No. LXII has four saints, two 
on either side of the panel. In plate LV, fig. 2, there are only 
two attendants with aūjaļi pose. In Plate XL, fig. 1, there are 
only two ysis. This number two becomes importantin view of 
Campantar's poem? where he speaks of the great Lord who ex- 
povnded the Vēdas and the path of righteousness when the two 


persons fell sincerely at his pair of feet beneath the shadow of the 
beautiful banyan tree. 


In the Āgamas, we find the same variety of numbers. Some 
give the number as seven, some as four; even here, when the 
names are enumerated, they differ. It was stated that some Āga- 
mas give the number as four; but as already pointed out, this 


four is not Sanaka, Sananda, Sanātana and Sanatkumāra, but Agastya, 
Pulastya, Višvāmitra and Angirasa. 


By the time of Jiianasambandar, the number four was gain- 
ing strength. Out of the seven places in which he refers to the 
Lord of the teacher, he does not mention any number in four 
places;*” he speaks of the saints as ‘antandlar’ or ‘munivar’ in the 
plural. Ārūrar also refers to them as ‘antanar’.28 In one place, as 
already hinted, Campantar mentions the number as two.?? But 
in two places, he speaks of the rsis as four—‘nalyqr’ 30 


24. Page 34. 
25: 7: 68: 7; 7: 70: 6. 
25. Kuraj, V. 30. 


26. 1: 20; 5. 

27. 1: 53: 6; 1: 68: 6; 1: 131: 7; 3: 79:3. 
28. 7: 55: 7. 

29. 1: 20: 5. 

30. 1: 48: 1; 2: 50: 6. 
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Ārūrar, in about 38 places, refers to the expounding of the 
Vēdas, etc. Ārūrar speaks of these ysis as ‘the group of great tapa- 
svins —''Mātavar kulu”?! and ‘great munis of rare tapas’ —** Aruntava 
mā munivar’’®? and ‘Antanar’ giving no number in all these places. 
But in two places, he mentions the saints as four ‘Nalvarkkw’ 34 


What he taught the saints is mentioned variously. It is 
because of this, we have the various forms of Daksiņāmūrti. Gam- 
pantar speaks of the Lord expounding the Védas, the subtle 
thoughts of the Vēdas along with the Dharma. In another place 
he speaks of the Lord expounding the Vēdas where shines the 
Dharma; in another place -he is said to have expounded the 
Dharma as the Vēda.” In a fourth place, he speaks of the Lord 
expounding ‘Aram nanku’—‘the Dharmas four’ sitting along with 
the saints. The Aram nankw’ is still further explained in another 
hymns.$ ‘Aram nānku” is nothing except the ‘Aram, Porul, Inpam 
and Vitu’, the purusūrthas. These were expounded to the sis, 
whose minds ever thinking of the significance of Siva form, were 
no slaves to the five senses.?? He is spoken of as the auther of all 
the religions and philosophies— “Camayankalat vakuttavan'" .4° 


Ārūrar speaks of the Lord as one who gave out the Vēdas 
especially Sdmavéda; * Maraiyoti",M — *Vedamoti^,? ssSāmavēda 
moti? 3 *Māmarai pātavallān”,4 *"Nānmarai patavallan” 4° **Sáma- 
vēdam peritukappān,**% and *Pāļiya nünmaraiyan"." This may 


31. 7: 65: 6. 

32. 7: 99: 2. 

33. 7: 55: 7. 

34. 7: 28: 3; 7: 68:7 

35. 1: 20: 5; 2: 50: 6: 3: 79: 3 
36. 1: 131: 7. 

37. 1: 48: 1 

38. 1: 53: 6 

39. 1: 53: 6 

40. 3: 79: 3. 

41. 7: 1: 9; 7: 15: 6; 7: 54: 9. 
42. 7: 49: 7: 

43. 7: 49: 5. 

44. 7: 56: 4. 

45. 7: 57: 10. 

46. 7: 61: 6. 

47. 7: 98: 4. 
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refer to Daksinamirti form or to the fact that the Lord is the 
author of the Vēdas. In other places, the poet makes it clear that 
the Lord expounded the Vēdas under the banyan tree—'*' Marai 
nānkum kallāl nilal kil-p panwiya enkal piran’’,48 or that he elabora- 
tely expounded the Vadas—** Marai nankum virittukantir’’ ,*° ** Vedan- 
tan virittotavallam"5? and also 'ānmarai nūl urai peruka uraittu” 51 
In these places, the reference must be to Daksinamürti, the teacher 
because, these references assume the teacher, commenting elabo- 
rately in the subtle and fundamental principles of the Vēdas. 
Whenever the verb 'uraittal” or ‘pakartal’ or *küzutal is found, we 
can assume a reference to teaching as contrasted with the verb 
‘ötw or *pātw. The teacher expounds not only the Vēdas but all 
the subsidiary sciences related to the Vēdas called its angas; He 
is a great expert in them”.5* The Lord expounds also the Āga- 
mas.53 Here it is stated that they have been expounded to the 
Dévas, evidently meaning the Deva ysis. God is great in showering 
grace on those who follow the path of Āgamas.** Ārūrar also refers 
to this great teacher expounding the Dharma. This Dharma is 
used in a wider sense. We have seen Jianasambandar speak of 
the four purusarthas as four ‘aram’. The Buddhists also speak of 
Dharma in a wider sense as toinclude the attainment of 'nirvāņam”. 
It is in that sense that Tiruvalluvar has used ‘aram under which 
head he speaks of the true experience of ‘meyyunarvu’, etc. In this 
sense, God is not only the embodiment of the Védas and the sub- 
sidiary sciences,** but also the embodiment of ‘aram —*aravan”." 


We have seen Campantar referring to the Lord as the author of 
all philosophies and religions. 


Ārūrar speaks of ‘Aram’ or Dharma in the plural as ‘Arankal,*® 
perhaps having in mind Campantar’s phrase ‘Aram nankuw above 


48. 7: 22: 1 

49. 7: 25: 4. 

50. 7: 61: 7. 

51. 7: 99: 5. 

52. 7: 61: 5; 7: 63: 4; 7: 73: 3. 

53. 7: 84: 8. 

54. 7: 96: 6: 

55. 7: 28: 3; 7: 41: 3; 7: 55: 7; 7: 65: 6; 7: 68. 7- 7- 
56. 7: 62: 2. S5 T Ts CRY E 
57. 7: 68: 7. 

58. 7: 41: 3 
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referred to. If we bear in mind such usage as Buddha Dharma, 
Dharmēpadēsa, etc., it will be clear that ‘Aram’ may be used in the 
use of philosophy or religion, and the use of the word ‘Aram’ in 
the plural may refer to these. 


Ārūrar speaks in one place as the Lord expounding every- 
thing, the four Védas, all the other things that exist, the various 
paths, the various Lords of the hymns, the ancient things and all 
that is good.5® Here we see Daksinamürti developing the teacher 
of all sciences and arts and of all that can be conceived of. 


IX 


The description of the saints may be next noted. They are 
referred to as “‘Antanar’>—‘the brahmins’ or according to Tiruvallu- 
var, ‘the ascetics of the kind heart’. They are described as “‘Kotil 
mātavar””,5%—*the great tapasvins without any chaff or defect. We 
have already referred to their description as ‘Antanar’. In another 
place they are described as “‘Aruntava mé&munivar”—“the great 
munis of rare tafas."9*. These ‘antanas’ are described as “Portta nil 
ceviyalar’’.62 The length of the ear may be explained as referring 
to their extensive learning. ‘Portta’ or covered ear may be inter- 
preted to signify their concentration so keen as to shut out all 
other detractions as though they were keeping the ears closed. 
The same idea is conveyed in another verse of Ārūrar by the 
phrase ‘Katu pottar' —'those who close their ears'.$ The inscription 
of Rājarāja describing the image of Daksinamürti installed by him 
in his great Tanjore temple,** speaks of “Karna práurtas". They 
are the ‘Karna pravaranas’ mentioned in the Valmiki Rāmāyana. This 
word appears in the Kiskinda Kanda® as the name of a savage hill- 
tribe described by Sugriva whilst sending the vēnaras in search of 
Sita, and in the Sundara Kanda,® as the description of some of the 
Rāksasīs guarding Sita in the Ašoka vana as seen by Hanuman from 
a tree. They are said to have ears which they can close whenever 


59. 7: 75: l. 
60. 7: 65: 6. 
61. 7: 99: 2, 
62. 7: 55: 7. 
63. 7: 65: 6. 
64. S.I.I., Vol. II, 50. 
65. XL: 25. 
66. XVII: 5. 
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they wanted, or, those whose ears are so large that they use them 
as a covering of the head.$ But this name is used by Ārūrar to 
the worshippers concentrated in their meditation, taking the word 
in its yoga significance or in its full connotation He speaks of 


*Portta nil ceviyülar as *Antaņar who received the message from 
L Lya 
Dakşināmūrti.®? 


The God expounded and explained the truth and the verbs 
used in relation to this by Ārūrar are significant. The first root 
is ‘Pan, which means to repeat or to speak many times. As a 
good teacher, the Lord must have been repeating the Vēdas for the 
clear grasp of the essentials. The next verb is *Virittal or elabo- 
ration. Here, the Lord is said to love or be great in this elabo- 
ration. The elaboration is necessary for clarification. As a good 
teacher He is not tired of it; identifying with the students, He 
loves it. **Aruļ purital" is another verb used by the poet, empha- 
sising the infinite grace of the Absolute taking form and shape, 
expounding the truth of the Dharma,” *Uraitta? ‘Uraippar’™ 
«Uraittu"5—All these come from the root ‘Urai which as assum- 
ed a special significance in the learned world. The noun form 
means a commentary and therefore the verbal root means the 
comment. Ārūrar makes it clear in one place where he speaks 
of the Lord, commenting elaborately on the four Védas—‘‘Urat 
peruka uraittu’’,’® and the poet adds that the Lord enjoyed it and 
thus showered His grace. Another verb used by the poet is 
‘Kiiru’,”” which implies oral teaching, in the course of a conversa- 
tion and the poet adds, the Lord has made the Védas, etc., crystal 
clear to the students. The root *Mol?'? has the same significance. 


67. See the interpretation of Govindaraja on Kiskinda Kanda, XL: 25— 
“ Acchatita karnah’’, i.e., ‘‘POrita nil ceviyar" or “Katy pottar” of Arar 
68. See the interpretation of Govindaraja on Sundara Kanda, XVII: 5 


«Karņau prāvvranē Sirasa acchadakau yasyah sā karnapravarana tām” 


69. 7: 55: 7. 
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The root *Pakar'?? has the meaning of giving and declaring and 
this is used by the poet and it therefore implies the solemn decla- 
ration of the fundamental principles and in this connection the 
poet speaks of the Lord as “Pattan’® or the ‘learned scholar’ usually 
famous for His commentary. The root «Arai?! has the same sig- 
nificance of a solemn announcement or an emphatic declaration, 
ora clear enunciation and this word is used with reference to the 
Vēdas, various arts, etc., as already referred to. The word 
Ceppa'8 also is used which denotes answering a question. Accord- 
ing to the Pūrāņas, the Lord dispelled the doubts which arose in 
the minds of the ysis and the word ‘Ceppa’ brings out the signifi- 
cance of an oral discussion with the students. The word ‘Puri’88 
means according to Parimélalakar always saying a thing® and 
Ārūrar asks the Lord, why He has become naturalized so as to be 
always speaking of ‘Dharma’ seated under the banyan tree to 
shower His blessings on the great saints.** The Puranas also state 
that apart from this kind of oral teaching, there is a much more 
wonderful teaching by silence and contemplation. This is proba- 
bly what the poet means when he says that our Lord has Himself 
become the Vēdas, etc.95 


x 


All the authorities agree, that the Lord taught under the 
banyan tree especially the variety called ‘Kallal’,8’ and of the 
banyan tree in general? All are also agreed that He is seated 
and our poet signifies this idea by using the verb ‘Jruntu’.89 He is 
with the loin cloth and the serpent tied round.? The varieties of 
versions with reference to the number of saints who have been 
taught have already been referred to. The authorities also make 


79. 7: 68: 9 
80. 7: 66: 9 
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83. 7: 99: 2 
84. Kural, 5 
85. 7: 99: 2 
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88. 7: 3: 6; 7: 28: 3; 7: 55: 7; 7: 65: 6; 7: 75: 3. 
89. 7: 99: 2. 
90. 7: 99: 5. 
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it clear that ‘Kinnaras’, ‘Dévas’ and others adore His speeches. 
From the time or Mohenjo-daro, we find various animals surround- 
ing this representation of a great teacher, bringing out the force 
of the description of the Lord ‘Pasupati’. Our poet uses this repre- 
sentation for preaching his theory of Lord’s grace. He speaks of 
his being inspired to take refuge in the Lord by the story he heard 
of those who had erred—people who close their ears to the world, 
the kinnaras, the tiger, the snakes that bite, the lious which could 
not be easily caught, the group of tapasvins—all those attaining 
happiness when the Lord under the beautiful banyan tree ex- 
pounded the Dharma in their very hearing.” 


XI 


The Vinadharais not mentioned with reference to the banyan 
tree by Ārūrar. Our poet however refers to the Lord playing on 
the ‘Vind’ in four places. In one place, he asks, ‘Is He the Lord 
of the Vēdas, and Vind alone His musical instrument?'? In 
another place he addresses the Lord as the pure one, who is pos- 
sessed of a ‘Viņā’.  Inathird place he enumerates all the musi- 
cal instruments along with the ‘Vina’ and addresses the Lord as 
one who stands, sings and dances to their tune. In the fourth 
reference he addresses the Lord as coming in the street with the 
flowing matted hair and appearing beautiful with His ‘Vina’. 
We have already referred to the Lord playing on the ‘Vina’ when 
the whole universe is involved in Him as sung by Appar. The 
mention of *Korukotti' in the first two references above mentioned, 
denotes that our poet also is referring the dance of the final des- 
truction. The fourth reference is to the Lord coming begging in 
the streets.°° Sambandar speaks of the Lord playing on the 
‘Vina in the company of the Mother Goddess. We have already 
seen when describing the Ardhanārīšvara form that there is a scul- 


pture at the Kailasanātha temple where this Ardhanárifygra form 
is found playing on the ‘Vind’. 


91. 7: 65:6 
92. 7: 33: 5 
93. 7: 42: 9 
94. 7: 36: 9 
95. 7: 85: 6 
96. 7: 85:3 & 6 
97. 2: 85: 1 
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In the third reference above mentioned the poet speaks of 
the Lord dancing along with the musical instruments like ‘Vind’ 
and we have already seen that our poet speaks of the Lord 
dancing in the Ardhanārīšvara form and going a-begging in that 
form when the fourth reference also may be taken to refer to 
that form. 


This story of the great teacher expounding the Dharma under 
the banyan tree has also an esoteric meaning and our poet raises 
the question in two places, **Why has the Lord done this? What 
is the significance of this?’’% 


The esoteric significance of this form has been explained in 
the Daksiņāmūrti Upanisad. According to the explanation given 
there, "Dakstnā' is "fūāna or knowledge’ and it is in front of the 
Lord, and therefore He is called Daksiņāmūrti. The ‘Apasmara 
is the personification of ignorance which the Lord crushes down 
under. The book in His hand is the embodiment of wisdom illu- 
minating our soul. The aksamāla is the concrete form of the 
tattvas. The Daksinamürti form is the Absolute bliss. The banyan 
trec, with its shade, represents Maya. His seat, the ‘kamalasana’ 
or the lotus seat is the symbol of the sacred syllable ‘Om’. The 
bull represents Dharma. Dahsinümürti is found seated on the bull 
in the Vallalár temple at Māyavaram where alone there is ‘utsava 
mūrti” form for Him. Probably our poet has some such esoteric 
significance at that explained by the upanisad in his mind when he 
raises the question above referred to. 


XII 


S. I. I., Vol. II, No. 50 describes a group of copper images 
which the king Rajarajadeva himself had set up in the temple of 
the Lord Sri Rajarajegvara. The central image was Daksiņāmūrti 
with four arms represented as seated under a banyan tree on a 
mountain. The latter had two peaks on which there were two 
Kinnaras and two kinnarīs. Under the foot of the god wasMusala- 
gan. On the mountain were four ysis, a snake, two krrņapraortas 
and a tiger. The banyan tree on the mountain had nine main 
branches and forty-two minor ones. A wallet was suspended 
from the tree, and a bunch of peacock’s feathers, joined toa 
solid handle, was one of the accompaniments of the God. 


98. 7: 99: 2; 7: 99: 5. 
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The four ysis on the mountain may be representing Sanaka, 
Sananda, Sanātana and Sanatkumāra, the four sons of god Brahma. 
In order to expound the mysteries of the Vēdas to these four ysis, 
the god Siva is said to have assumed the form of Daksinamirtt. 


In fact Daksinümürti is the god Siva in his capacity as a spiritual 
teacher. 


The following verse gives a description of Daksiņāmūrti :— 


*Prūdyaccākhamahāvatadrumatalē 
pogasanastham prabhum 
Pratyaktattvabubhutsubhih pratidisam 
prodviksyamanananam 
Mudrām tarkamuyim dadhinamamalam 
karpūragauram šīvam 
Hrdyantah kalayē sphurantomanisam 
Sridaksinamurttikam.” 
Hēmādri in his Vratakhanda has :— 
**Daksena mudrām pratipadayantam 
Sitāksasūtram ca tathordhvabhà gë 
Vāmē ca pustāmakhilāgamādyām 
Bibhrāņamūrddhvēna sudhādharam ca”. 
sSitāmbujastham sitavarnamisam 
Sitambaralépanamindumaulim 
Jītānam munibhyah pratipadayantam 
Tam Daksinamirtimudaharantam’?. 


The Kāraņāgama supplies the following information :— 
** Nàrado jamadagnisca Vasistabhrugudaksing 
Bharadvajassaunakascapyagastys Bhārgavastathā 
Vāmabhāgē vidhātauyāh kinnarādyaissusēvitē 
Kailasaparvaté tasminvatavrksaya mūlakē. 
**Asinam sakalēšam tam šāntarūpam mahēšvaram 
Dakstnāmūrtimtītimityuktam.” 


< Adhopasmaram $àyay$t." 


The following verse exemplifies the popular belief in Daksind- 
mūrti as a teacher: aksinà 


* Nityaso Daksinamürttim dhyayetsadhakasattamah 
Sāstravyākhyānasāmarthyam labhatē vatsarāntarē” 
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In South Indian temples, at present Daksinamürti occupies a 
niche on the south wall of the central shrine with a stone struc- 
ture in front of it. In the old ones, however, the niche appears 
to have remained alone without any clumsy addition made to it. 
For instance, in the Rājarājēšvara temple there is a niche to Dak- 
sinámürti on the south wall. But the structure in front of this 
niche covers one or two sections of an inscription of Rajaraja.° 
It is therefore clear, that, though Daksiņāmūrti was worshipped 
in the beginning of the 11th century A.D., the practice of raising 
up a special structure for him had not yet been come into vogue. 
It is also worthy to note that all the foregoing accompaniments 
are not found in the sculptures of Daksimamürti which we now 
find in Siva temples. 


NW. 
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CHAPTER III 
NATARĀJA OR THE DANCE OF SIVA 
| I 
(1) 


The Dance of Siva as represented in the Nafardja form is a 
wonder of the aesthetic world. No doubt the dancing form of 
Siva is known from many parts of thc North and the Deccan and 
the Telugu and Tamil areas of the South as well but it is in the 
Tamil country that the mysticism of Siva’s dance no less than the 
iconography of the dancing of Siva had been given a perfection 
that has been universally acclaimed. The Asta Virattas! had been 
claimed by the ancient Tamilians to have been performed by the 
Lord within the Tamil country. The Watarāja dance is similarly 
claimed to have been performed by Siva within the sacred pre- 
cincts of Tamilakam. Like Daksiņāmūrti, Nataraja faces South 
and from this, poets have concluded that He directs His Grace 
and gaze to the South, the land of sweet Tamil. An ancient 
orthodox Vaisnavite commentator on the Alvars grows eloquent 
over the conception of Ranganátha facing South turning his back 
to the North and explains that because the South is the land 
of loving Tamil, *Irattami suggesting that, therefore, it leads not 
to the arrogance of learning but to the saving Grace of sympathy 
and love. The author of Tiruvilatyatalpuranam asks, **Is it not 
in the hope of enjoying the sapphire of the sweet Tamil language, 
that Siva moves dancing ever Southwards?" This movement 


refers to the various Dance Halls of Natarāja in the Southern 
Country. : 


In Tontamantalam, the Northern Province of Tamilakam, is 
Tiruvalankatu, nearthe modern Arakonam junction, We have Vero 
the Ratnasabha or the Dance Hall of gems, wherein dances Ratna- 
sabhāpati. One moves Southwards near the Kollitam (Cole- 
roon) and reaches Cidambaram, the very heart of the Cosmic 
Being (Viratapurusa). We have here the Kanakasabha or the 
Dance Hall of gold. In this southward move the precious value 


1. The eight heroic exploits of Siva. 
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of the matter of which the Dance Hall is made, i.e., the contai- 
ner, may go down materially but it does in proportion rise in the 
precious value of the spiritual significance of the thing contained, 
viz., the Dance: Siva moves South to the banks of Vaikai in the 
land of the Pandyas. There, in their Capital city of Maturai, is 
the Dance Hall of Silver, where the Lord dances all the merrier. 
Moving further South, Siva reaches the other great river of the 
Pandyas, the Tamraparami, on the banks of which stands Siva’s 
Dance Hall of copper in the city of Tirunelveli. Going further 
South almost near Potiyil, the place of Agaštya and the cradle of 
Tamil, there is the Dance Hall of painting, on the banks of the 
Citra River in Tirukkurrālam. 


In the last place there is no image but a painting on the wall. 
This suggests that the terms  Aatnasabhüpati, Kanakasabhapati, 
Rajatasabhāpati, Tamrasabhapati and Citrasabhapati may be so called, 
not only because of the Dance Hall but also because of the image 
of Natarāja being in precious stonss, gold, silver, copper and 
painting respectively. There is a tradition that there was an 
emerald image of Natarāja at Tiruvalankatu. Ratnasabhapati 
shows as such at Cidambaram is one carved out in a precious 
stone. The silver and gold images however are unfortunately not 
found. It must be further mentioned in support of the traditio- 
nal interpretation of taking the words Ratna, etc., as describing 
the Dance Hall rather than the image, that Velli ampalam, the 
Silver Hall of Maturai, without any reference to the image, was 
known as such as early as the Cankam age, c.f. Velliampalattu-t 


tuñciya Peru Valuti.? 


(2) 

The Agamas, especially Purva Kāraņāgama,? describe seven 
Dances of Siva. Of these, the last is the Samhara or the Dance of 
involution performed in the Hall of midnight. The Dance of 
Destruction of the whole Universe should take place everywhere 
and not in Tamilakam alone. As for the other dances, some claim, 
that they were performed in the five places above enumerated 
and in one other place. The author of Tirupputturp Puranam claims 
the sixth place as Tirupputtūr, in the Pandya Country, and calls 
that Dance Hall, the Citsabha—the Dance Hall of Jaana or pure 


B 


2. Purananüru, 50—colophon. 
3. 86—Sapta Tandava Patala—4 to 6. 
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consciousness Or true knowledge. The Ānanda Tāņģava, according 
to him, is performed within the Kanakasabhā of Cidambaram; the 
Sandhya Tāņģava, within the Rajatasabhā of Maturai; the Gauri 
Tānņdava, within the Citsabha of Tirupputtūr; the Tripura Tāņdava, 
within the Citrasabhā of Tirukkurrālam; the Kālīkā Tandava, with- 
in the Ratnasabha of Tiruvalankatu and the Muni Tāņģava within 
the Tāmrasabhā of Tirunelveli. 


(3) 

On the basis of the names of the places mentioned in the 
Tirupputtürp Purāņam, where the various dances are said to have 
been performed, a reference to the different sthala purāņas of these 
sacred places is worth making. Muni Tandavam according to 
Tirupputtürp purāņam is said to have been performed at Tirunel- 
veli. In the Déaruka vana-c carukkam of that Purāņam, the Rsis, 
after they are brought to their senses, go to Tirunelvēli along with 
the Dévas and worship the Lord. After blessing them, the Lord 


dances at the request of Brahma and Visnu. The Lord dances in 


the Kankāla form in the Tamra sabhā. At every effort of Muya- 


lakan to rise, up, the Lord presses him down and dances on Lo! 
the whole universe, with everybody therein, dances! At this 
Nārada, Agastya and other Rsis beg of the Lord to stop. What 
is important here is, the connection that is established between 
the Kankāla form and the Dance of this Universe. One wonders 
whether this is the Mun: Téndava; for, unfortunately, this name 
is not used in the sthala purāņa. In the 113th carukkam, the 
Mother approaches the Lord with the request that He may be 
pleased to dance for her sake, so that she may have a sight of 
the Dance, and the Lord so dances in the Tamra Sabha. In the 
next carukkam, the Dévas beg of Him to dance, and He performs 
the Aghora Tàndava, which the frightened Dēvas cannot see with 
their ordinary eyes. The Lord, thereupon, blesses them with the 
eye of knowledge and their hearts become full. In the next 
carukkam, a discussion on the relative greatness of the sexes 
arises between the Lord and the Mother. They agree to decide 
the issue by a tournament of Dance. The Mother takes the form 
of Kali; but when the Lord lifted up His leg to perform the 
Urdhva Tandava, the Mother could not follow suit, out of modesty 
and had to accept defeat. The Mother is thereafter in a sulky 
mood and the Lord, to pacify Her, brings the Ananda Sabha and 
performs in the next carukkam, the Ananda Saundarya Nata 
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(Tandava), the dance of Bliss and Beauty. The next carukkam 
speaks of **Irutikatkā elil manril accariya natam payinra nātan” — 
‘the Lord who performed the Ascarya Natam’ or the Dance of 
wonder for the sake of the repentent Rsis of Daruka Vana in 
Manur. Perhaps this is the Muni Tāņģava; but unfortunately no 
further particulars are given. 


(4) 


Tirupputtür Purāņam in the Gaurt Tàndava-c carukkam speaks of 
the serpents, Vāsukt and Kārkoēfakan, performing tapas for seeing 
the dance and for enjoying physical contact with Siva’s feet. In 
the Tiruvalankattu-p purāņam, Kārkkūtakan who once ejected poison 
in the hand of Siva, which however Siva put on his hand as a 
bangle, is cursed by the Lord and he performs tapas at Tiruva- 
lankatu to get a glimpse of the dance of Siva. Thus it is clear 


the serpents play a prominent part in the Dance. 


At the request of Gauri who has to perform severe tapas, the 
Lord gives her a sight of the Gauri Tēņģava at Tirupputtūr. The 
smiling Lord assumes a multi-armed form of wonder which shines 
like a crore of moons.* He assumes ten hands.5 In the right 
hands, He holds the trident, the malu (the battle axe), the ufuk- 
kai or drum, the arrow and the sword. In the left hands He 
holds the fire, the noose, the shield, the bow and the hand-pose 
gajahasta. The poet speaks of *supannam'; that is, the bird which 
has therefore to be counted as the eighth symbol. In Rea's plate 
CIX, fig. 1, one finds a bird in the left hand, ‘the third from 
behind. Except in the figure of Siva in "Karikkuruvikku upatecitta 
patalam”, such a thing is not to be seen in the hand of Siva else- 
where. The Lord wears the Ganges and the crescent moon, the 
masculine ear-ring on the right and the feminine ear-ring on the 
left, the yaj&opavita, the skin dress and the resounding anklets of 
Vēdas. He wears Ananta on the bent left foot and the «Kārkkēta” 
on the left thigh. On the up-lifted foot He wears Vāsuki. The 
other serpents are worn in other suitable places of His body.’ At 
the instance of Mahavisnu, Laksmi begs of the Lord to give her a 
glimpse of the Gauri Tāņdavas The Lord, facing the South, 


Gauri Tandava-c carukkam, VV, 197-198.. 
Ibid., V. 198. 
Viciya malark karam — ibid., V. 199. 


Ibid., VV. 199-203. 
Laksmī Tāņdava-c carukkam, V. 113. 
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dances afresh in all the eight points of the compass, this in- 
expressible dance beyond word and thought.? 


(5) 

Tiruvālankāttu-p purāņam, after speaking of the greatness of 
the sacred place, refers to Visnu’s description of that place to 
Adisésa and speaks of the Saint Sunanda and the serpent Kārkkēta 
going and performing tapas to get a glimpse of the dance which 
the Lord is to perform in the presence of Kali. The asuras, 
Sumbha and Nisumbha, are killed by Kali, who drinks away all 
their blood. As a result of this blood intoxication, she works 
havoc in the sacred forest of the banyan trees; Narada carries 
this news to Siva, and Siva assumes the form of the Kala Rudra 
Bhairava of the last destruction and comes surrounded by bhūtas. 
Proud Kali threatens Siva with destruction and finally she agrees 


to settle the issue by the tournament of dance ‘Nirutia yuddham' 3? 


The music is arranged for. The Lord first performs the ‘Koccu 


Cotti? dance. This is evidently a corruption of the word ‘Katu- 
kotti which is familiar to all students of Tamil Literature. It is 
performed with slow movement which Kali mistakes for Siva’s 
fatigue. She dances round and round, throwing out her eight 
hands with such great rapidity, in the confidence of a victory. 
The Lord, thereafter, began to perform the ‘Pantarankam’ dance, 
otherwise called the ‘Canda Tandava’ of final destruction. One 
leg is firmly kept on the ground and the other leg goes up into 
the skies. One hand is raised up as a kind of armour for the 
uplifted leg. The other hands holdings the fire, the drum, the 
trident and the abhaya pose are thrown out to reach the four 
points of the horizon. The serpents and the anklets resound and 
dance but the crescent moon and the Ganges are kept up wonder- 
fully poised in the midst of this terrible dance without any move- 
ment whatever on their part. In passing, it it may be stated 
that the Lord first came to the banyan forest with eight hands 
holding the skull, the trident, the goad, the noose, the sword, the 
shield, the vajra (Sakti) and the bell! The Lord assumes S the 
end a great calm, covering the whole universe and His terrific 
speed makes everyone giddy including Kāli. She has to accept 
defeat.2 


9. Ibid., VV. 114-118. 

10. Nirutta Yuddha-c carukkam. 
11. Nirutta Yuddha carukkam, 10: 
12. Tirunafana-c carukkam. 
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(6) 


Tirukkiwappuranam by the great poet Sivaprakasar gives a 
slightly different version. Kali kills Darukasura and becomes 
blood-intoxicated. All the request of the Dēvas, the Lord comes 
in front of her and begins to dance. Kali says, "Why dance in 
vain? Why don't you dance with me in a tournament?" The 
Lord accepts the challenge and with the Mother as the arbitrator 
beings to dance. Kāli feels fatigued but continues to dance, 
afraid of accepting defeat. The Lord assumes a universal figure 
like that of Trivikrama and lifts up the leg for dance.? Everyone 
including Kali falls down like the doll from which the moving 
string has been cut away. Nobody can even look at this terrific 
dance. Kāļī falls at His feet. The Lord, out of pity, tells her, 
«You cannot even look at this terrific dance, but if you go south- 
wards to Küvapuram, you can see with all your eyes the dance 
of protection (Raksā Tandavam) which we perform there.^ Be- 
cause Kali threw out a challenge to the Lord, she comes to be 
called **Tarukka Mātā”,5 ‘the Mother of challenge’. In another 
place also this purduam refers to this dance! in these terms. 


In Mount Kailas, the ‘Sandhya nrttam” is performed. In the 
golden Hall of dance the ‘Ananda nata’ is performed. ‘Canda 
Tandava’ is performed at ‘Alankatu’ and for the sake of the 
‘Tarukka mata, "Raksā Natam’ is performed every day at 


Kūvapuram”. 


(7) 


The Ananda Tandava is described in Koyil puranam. The 
Rsis of Dārukavana send the tiger, the fire, the serpent, etc., 
against the Lord and He seizes all of them as mere playthings 
and ornaments and begins to dance on muyalaka who is also sent 
by them. Adisésa prays for having a glimpse once again af His 
majestic dance and for his sake the Lord dances at "Tillai, the 
centre of the Universe. Vyaghrapada and Pataūjau are ever wit- 


nessing that dance there. 


13. Tarukan vataic carukkam, VV. 270-271. 
14. Ibid., VV. 275-276. 


15. Ibid., V. 278. 
16. Gennel vaitta carukkam, V. 36. 
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(8) 


The Puranas of Maturai do not speak of any Sandhya 
Tindava, which is said to take place there according to Tirup- 
puttūrppurāņam, but describe the Kal mari ātiya natam referred 
to elsewhere. Kallātam,” speaks of the Lord of Maturai as the 
Lord of Dévas who performs the dance of bliss with the goddess 
of the honey-bubbling tresses of hair, in the silver hall of dance 
in Maturai. The commentator on that work, Mayilerum perumāļ 
pillai, explains this dance of bliss as a dance of love. Pārvatī 
performs tapas for a long time in the Himālayas for embracing 
Siva and ‘the dance of the lady’ or ‘Lasya’ called *Citrakundali is 
the dance of such embrace. *Lūsya' is a dance performed by 
women and not one of those performed by men. Both the Lord 
and the Mother must be taken to be performing a calm dance 
of love. The lasyais a soft dance while the tàndava is a vigorous 
dance. Sometimes, the texts describe, that, when the dancer sits 


and makes her abhinaya, the dance is called ‘Lasya’, and when 


the dancer stands and dances, it is ‘T@udava’.18 Anyhow, it is 
clear that no ‘Sandhya tindavam’ is perfarmed in Maturai, unless 


we are to interpret this "Lāsya' as Sandhya Tandava. 


(9) 


Nor is the statement that the ‘Tripura Tandava’ is performed 
in the ‘Citrasabh@ of Tirukkurrālam borne out by Tirukkurrala-t 
talapuranam. The dance there is described in the 8th and 9th 
chapters of Part II of that work, 1? as a greet secret dance * Mahā- 
parama rasyam’. The Lord, in the form of pure knowledge or 
consciousness, dances in the vacant space of ‘Nada’ unknown to 
any soul, seen only by the Mother, the very form of His Grace. 
The dance takes place; then everything also disappears into the 
last stage of involution. The Dévas and Rsis are anxious to have 
a sight of this dance. The serpent *Vasukz comes to ‘Kailasa’ 
with a request that the God should give hima sight of that dance 
even as He has blessed ‘Anantan’ to have a sight of His ie ea 
at Tillai. The Lord Himself describes the greatness of this dance: 
«The dance performed in the Hall of Pantarankam whilst the 
singing Pūtams serve, the dance which puts down the arrogance 


17. V. 28. 
18. See Tandava Lakgana, p. 16. 
19. Siva Rahasya kāņdam. 
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of Kali, the dance which crushes down the cruel * Muyalaka! — 
these dances are capable of being seen by others. But the other 
dance, which the whole world is surcharged with, is the beautiful 
dance known only to my consort. The dance-hall of silver in 
South Mathurai, the golden hall of dance which is the very hall 
of the void space, Cidambaram, the hall of precious gems of 
Ālankātu, the dance hall of copper so full of purity—these halls 
are matters of common knowledge to all; every one can see them. 
But the hall of paintings at ‘Tirukkurralam’ is the secret of 
secrets". After the serpent had performed tapas, the Lord shows 
him and others, the secret dance of His, which Brahma paints in 
that place. This is the story, as given in the Tirukkuzrāla-t tala 
purāņam. It is there clear that this dance hall is claimed to be 
the Cit-sabhā, a name which Tirupputtürppuranam claims for Tirup- 
puttür dance hall itself. More than this it is clear that Tiruk- 
kurrāla-t tala purāņam does not speak of any Tripura dance. 


(10) 


Therefore, the statements of Tirupputtürp puranam are not sup- 
ported by other purāņams: it is only an attempt by its author of 
the last century at harmonizing the tradition about the various 
dance halls of the Tamil land with the seven kinds of dances 
inentioned in the Agamas as a kind of summary of the various 
stories of the dances of Siva described in the furámas, as taking 
place not only in the Tamil land but all over the Universe. 


(11) 


Dr. Raghavan would suggest that the Dances of Siva were 
performed in other places as well: *Bharata describes 108 poses 
of Tāndava dance in his Natya Sastra; in Saiva literature, Siva is 
said to have danced in 64 shrines, but the exact forms of these 
latter 64 dances are not given and we cannot, therefore, trace in 
full detail the inter-relation of the dances of Siva in Natya Sastra, 
Saiva literature, and Sculpture and Iconography."?»" He does not point 
out his authority for the 64 dances in 64 shrines. No such tradi- 
tion is known to Tamil. Probably he is confusing the 64 lēlās or 


Tiruviļaiyātal with the 64 dances. 


20 Tandavas de Siva, p- 2). 
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Before describing these seven kinds of dances, one may raise 
the question, “Why this number seven?". The Tirupputtürp 
puránam speaks of these seven dances proceeding from the seven 
basic notes of music: Sa, Ri, Ga, Ma, Pa, Da, and Ni. This cor- 
respondence with the musical octave suggests that these dances 
can be arranged as an octave of power based on the energy radi- 
ated in increasing number of pulsations of action. Even as the 
bud slowly opens its petals and finally blossoms forth, the dances 
also proceed from a slow movement into virils. The author of 
Tandavas de Siva, following Mayilai Vénkataswami's Seven dances 
of Siva, speaks of the seven dances as symbolizing the pasicakyt ya 
or the five functions of Siva, viz., Creation, conservation, destruc- 
tion, tirobhava and anugraha. The former three relate to matter 
and the last two to the spirit. The soul has to pass through 
grosser experiences till it reaches the subtler experiences. 
Our education follows this method of proceeding from the gross 
to the subtle. God educates the soul in a similar way. Anugraha 
or the final goal of divine blessing and bliss is illumination. But 
before this illumination, comes purgation where the soul is puri- 
fied gradually, where the spiritual truths are allowed to dawn gra- 
dually. "Therefore, in this stage, there is some concealment or 
obscuration. "This function of the Lord, of veiling or darkening 
with a view to keep the souls engrossed in the experiences of the 
world until the karma is completely wiped out is called Tirobhaza. 
The basic note ‘Sa’ represents the Ananda Tándava which implies 
and includes all the notes of the lower octave. In a similar way 
Ananda Tàndava?* implies and includes all these five dances of 
creation, conservation, destruction, purgation and illumination. 
This accounts for their being six dances, one for each one of the 
five krtyas or activities of the Lord and the sixth being the basic 
note including all the five. Why then the seventh dance? It is 
explained that conservation is of two kinds: (1) where there is 
the pleasant experience and (2) where there is the unpleasant 
experience. The conservation is thus taken as consisting of two 
functions, the total functions of the Lord become six and there- 
fore the functional dances also become six, making seven in 


21. Planches XIII, XIV—these two as far as their 
may not be Ananda Tàndava—XV. Padas are concerned 
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all if we include the synthetic dance of pañcakrtya or the Ananda 
Natanam. All this explanation is based on the following: 


**Gatamatanty cirutt titi cankdram nikalum 
Tarum uyiril tirdpavam anukkirakam takkum 
Titamurum attiti irantàm cukatunpam aruntum 
Ceytiyin; ammuzraiyàl ceytolil ātām” 2 


(13) 


In connecting the seven different dances with the various 
functions of the Lord, emphasis is made on the relative freedom 
from activity which goes on decreasing. The movement of the 
‘Fata’ which proceeds from a bundled up position to a movement 
of whirling and the position of the raised up leg which proceeds 
from its contact with muyalaka along with the other foot and 
reaches the position of being held up straight heavenwards. The 
movements and positions of the hands are also thus explained as 
releasing more and more of energy. Kūlika Tūņdavam** is the 
dance of creation. The Gaturam** and Katisamam* dances belong 
to this category. 


The Ūrdhvajānu? is identified with Gauri Tandavam and Bhu- 
jangatrásam." This is also called the Raksà Tándavam and Laksmi 
Tandavam. This is the dance of conservation where the experi- 
ences are bitter. 


The next is the Sandhya Tándavam.?? It is also identified with 
Lalitam ?9 This is the dance of conservation where the experiences 


are pleasant. 


Sankara Tandavam is the dance of destruction. It is identified 
with Talasamsphotita® and the dance on the fire.?! 


22. Page 31, Tāņdavas de Siva. 
23. Planche, XVII. 

24. Planches, XVIII, XIX. 

25. Planche, XX. 


26. Planche, XXI. S 
27. Planches, XXII, XXIII, XXIV, XXV. 


28. Planches, XXVI, XXVII. 

29. Planches, XXVIII, XXIX, XXX. 
30. Planche, XXXI. 

31. Planche, XXXII. 


T. 57 
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Tripura Tandavam is the dance of purgation;?? Urdhva Tāņ- 
davam which is also called as Kali Tandavam or Chanda Tāndavam 
is the dance of illumination and blessing — Anugraha Ta ndavam.3 


(14) 


The names and the descriptions of these dances are not 
always clear. Dr. Raghavan gives the name of Gaur? Tándavam 
to the Ananda Tandavam itself. According to him all the dances 
of Siva are Sandhyt Tandavam being performed in the twilight of 
the evening. But this is not correct as our essay will show. The 
confusion in these names and descriptions, however, is very well 
brought out by Dr. Raghavan. 


“The dances of Siva as described in works of dance?* and as 
dealt with in religious works of Saivism®> show differences. There 
is no doubt that the latter grew out of the former, and even in 
the form in which they are spoken of in the latter, they keep 


some tell-tale names in a few cases which show their link with 
the Natya Šāstra.”3% 


“In Agamas the above dance?” of Siva is also mentioned as 
Bhujanga-natana. In fact, two kinds of Bhujanga-natana are men- 
tioned, Bhujanga trāsita and Bhujangalalita. The definition of these 
two are, however, confusing. In the Uttara-kāmika-āgama, the 
Ananda Tandava described above is called Bhujanga-trásita. To 


understand this name, we have to go to the Natya Süstra of 
Bharata.''38 


“In Natya Sastra itself the Bhujanga-trāsita is defined as the 
28th pose; its sculptural illustration from Chidambaram shows 2 
pose which is not met with at all in sculpture or icon. As in 
Āgama,so in Bharata too, there appears to be some confusion; 
for in the definition of the Bhujangāūīcita itself, Bharata includes 
the Bhujanga-trasita. To add to the confusion, some Agama works 


» 


32. Planche, XXXIII. e 

33. Planche, XXXIV. 

34. Natya Sastra. ; 

35. Agamas and Sthalamahatmyas pertaining to diff 


96. Pages 20, 21, Tāņdavas de Šiva. erent Siva shrines. 
37. Ananda Tandava. 
38. p. 22. 
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call the Catura-tandava?? and the Ordhva-janu* by the name Bhu- 
jaūga-trāsita.”t! 


“Besides the Bhujanga-trasita, the only other pose-name which 
the Agamas know is Bhujanga-lalita. An Agama text quoted by 
Gopinatha Rao explains the Bhujanga-lalita as Bhujanga-trasita 
with the knee of the lifted leg still higher! According to the 
Agamic compilation called Siva-parakrama, Bhujanga-lalita cor- 
responds to the 25th pose in Bharata the Ūrdhva-jānu, of which 
we have in the Madras Museum a bronze representation of the 
Pallava times from Küram village near Kajicipuram. Gopinatha 
Rao would identify one of the two Ellora Natarajas as lalita.”” 


“The names Catura, Kati-šama and Tala-samsphotita do not 
occur in Saivite religious texts; they are names given by Bharata 
by which Gopinatha Rao identified some other Nataraja poses 
available in sculpture and iconography. Two Natarājas . bronze 
images of Tiruvarangulam and Nallir have their legs in a diagonal 
position which, being very near the 39th pose in Bharata called 
Catura, are called by that name. The pose of legs forms the basis 


and common factor to a number of other dance-poses”’. 


*«Kati-šama is applied by Gopinatha Rao to one of the two 
Natarajas of Ellora. But this kati-ama, No. 19, as defined by 
Bharata and as illustrated by the Cidambaram sculpture is some- 
what different. Similarly again, a dancing pose of Siva at the 
Kailāsanātha temple is identified by Gopinatha Rao as Tala-sam- 
sphotita. This specimen is nearer Bharata’s Urdhvajanu already 
referred to. Bharata’s definition of Tala-samsphotita is not clear 
and the correctness of the Cidambaram illustration is open to 
r Bharata’s definition nor the Cidambaram 


doubt; anyway neithe 
dentified by: Gopinatha Rao as 


sculpture accords with the pose i 
Tala-samsphotita’’ 5 
s«Ūrdhva-tāņdava is a pure Agamic name. This was a dance 
which Siva did to vanquish Kal; in a dance-contest that He had 
with her. The story centres round the shrine at Tiruvālangādu 
near Arakkonam where we have an image of it; other images of 


39. 39th of Bharata. 
40. 25th. 

41. Ibid., p. 23. 

42. Ibid., p. 23. 

43. Ibid., pp. 23 and 24. 
44. Ibid., p. 24. 
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this dance are to be found at Kāūcipuram, Tiruccenkāttanguģi, 
Tenkāsi and Tāramangalam. In them the right leg is lifted right 
up to the head, thus giving the dance the name Ūrdhva; while one 
explanation is that by doing this Siva, without anybody noting it, 
restored to his ear an ornament that fell from there during the 
dance; another explanation is that this was done so that Kal; 
as a woman, could no do similarly and thus could be vanquished. 
This is Bharata's Lalàáta-tilaka." 45 


“As thisis a terrible type of dance, Agamas call it Canda- 
Tandava also. As it was done with Kali, it got another name also, 
the Kali tündava. According to the Vatūraņya Māhātmya the 
story of Tiruvālangādu Mss. in Adyar Library, this same Ürdhva- 
Tandava is the dance of destruction, Samihára- Tándava. 16 


(15) 


This confusion itself points the way out. The dances must 
ultimately be traced to the popular folk dances which have been 
systematized and made classical in the JVaf ya-sástra. There must 
have been other variations apart from the classical modes. The 

i Puranas probably describe these variations and the Agamas with 
the knowledge of the Natya-Sastra seem to be combining both 
these. The mystic value of these dances as they appealed to the 


later generation cannot be minimised by such references to origins 
as these. 


Uu 

| (1) 

The Agamas also describe the seven Dances. The Ananda 
Tāņģavam is the well known form found in every temple. Šiva 
has an ash-besmeared body. He has four arms; 
arm holds the ‘ujukkai? or the hour- 
back armeholds the fire or the fire 


a Of Saba with 1,255, or hoods (the corresponding valay2 
of serpent on the other hānd according to Havell has AKA) 
is the abhaya pose or the pose of protection, i.e. the palm, level 
with the straight fingers in close contact, Pca d Ski the 
palmside to the front; the left front arm is in M i A 

j is bent at the shoulder joint going straight across the M < ae 

TN 45. Ibid., p. 24. 

uel (C 46. Ibid., p. 24. 


the right back 
glass, like drum; the left 
"Pot; the right front arm with 
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right side with its fingers gracefully pointing below towards the 


left leg which is raised in a dancing posture. The ecstasy of the 
dance, in whirling on one leg is shown by the matted hair sweep- 
ing out on both sides of the head in 5, 6, 7 or 11 divisions stand- 
ing horizontally or forming a circle. ‘‘Hrukku’ (Madar) and 
‘Omattam’ (Datura) flowers, snake, crescent moon, grinning human 
skull are on the left matlocks; Gangā is on the right. The cloth, 
partly tied round the waist and partly thrown over the left 
shoulder, flies up in the air. The head of Siva wears peacock 
feathers and this characterises this murti's crown. The right leg 
is slightly bent, placed upon the back of the black apasmara purusa 
or ‘Muyalakan’. The left leg is lifted up somewhat turned towards 
the right leg and kept across it. Apasmāra, a hideous malignant 
dwarf trodden on by Siva, lies right to left. He is playing with 
a snake by keeping all his fingers in a serpent hood-like shape. 
The pedestal of the image is a double lotus flower, placed back 
to back. The prabha or the aureola is surmounted all round with 
flames of fire similar to the one which is held in His hand and 
the Silparatna states that this prabha is the ravi-mandala or the sun’s 
disc. 

Uttara Kāmikāgama gives further particulars in addition to the 
above as given in Artšumadbhēdāgama. The jatas separated from 
one another vary from 5 to 30 and in the vacant space between 
the jatās are tūmattam”, ‘erukku’ and other flowers. In the jata, on 
eyed Ganga, with hands held in afjali 
pose, with the upper half of body shaped in the form of a lady 
adorned with karanda makuta and other ornaments, whilst the 
lower half isin the form of running water. In the jatē on the 
left is the crescent moon. There are necklaces of various patterns 
round his neck made of (1) pearls, (2) of snakes, (3) of ‘makilam’ 
flower, (4) of sea shells, boar’s tusks, tiger’s claws and beads with 
a pendant of tortoise shell. The left ear wears patra kundala, 
whilst the right has nakra kundala; on the feet are anklets of tiny 
bells and another pair of other designs. This dance is known as 
If the foot of the up-lifted leg is kept higher than 
eis called Bhujanga lalita. 


the right stands the three- 


Bhujanga trasa. 
the knee of the standing leg, the dane 

According to Natya sāstra, 
<«Kujūcitam padamutksipya tyyašramūrum vivartayēt 
Katijānū vivarttau ca bhujaūgatrāsitam bhavēt; t 


47. Natyabastra, Ch. IV. 85. 
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i.e., "One leg is bent in a triangular way. It is lifted up. The 
body above the hip and the knee are slightly turned on one side’ 
Abhinavaguptacarya explains the term thus: “This kind of dance 
is called bhujanga trasa, because in it, the dancer suddenly lifts up 
his leg as though he discovered a snake very near him and ap- 
pears to be on an unsteady gait. In this, one arm should be in 
dolāhasta (hand hanging down freely from the somewhat drooping 


shoulder in the form of patākahasta) and the other in the kutaka 
pose’. 


(2) 
The second dance is Sandhya Tandava. The ‘muyalakan’ is 
absent. The left hands hold peacock feather and vismaya 
(wonder) pose in which the palm is held up but is bent forward 
a little curved, the first and the second fingers being bent forward 
together whilst the third and the fourth fingers and the thumb 
stand separated. Dr. Ananda Coomaraswami refers to this as 
one of these three dances—the evening dance, the Tāndava on 
the cremation ground and the JVadánta dance and writes as fol- 
lows:— "One is an evening dance in the Himalayas with a divine 
chorus described as follows in the Siva pradosa stotras: ‘Placing 
the Mother of the three worlds upon a golden throne, studded 
with precious gems, Šūlapāņi dances on the heights of Kailas and 
all the gods gather round Him’:...‘Sarasvati plays on the ‘Vina’, 
Indra on the flute, Brahma holds the time-marking cymbals, 
Laksmī begins a song; Visņu plays on a drum, and all the gods 
stand round about. Gandharvas, yaksas, patagas, uragas, siddhas, 
südhyas, vidyadharas, amaras, apsaras and all the beings dwelling in 
the three worlds assemble there to witness the celestial dance 
and hear the music of the divine choir at the hour of twilight”. 
“This evening dance is also referred to, in the invocation preced- 
ing the Katha Sarit Sagara”: “In the pictures of this dance, ‘Siva 
is two handed, (Mr. Gopinatha Rao guestions this) and the co- 
operation of the gods is clearly indicated in their position of 
chorus. Thereisno prostrate asura trampled under Siva’s feet”. 
The Pradosa shoes may be compared with Kāraņāgama: “On 
the top of the Kailas mountain, in front of Goddess Gaurī who 
is seated on jewelled throne, Šiva with the crescent on His head 
dances in the evenings. All the Devas attend the dance 
plays on cymbals, Hari (Visnu), on a pataha, - 
the Sun and the Moon, on flutes. 


Brahma 
x Bhāratī, on the lute, 
umburu and Nārada supply 
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vocal music and Nandi and Kumara bear drums.” Maya-mata 
mentions in addition, Vighnēša, Kali and seven mothers. 


A story is told about this danceand this is referred to inone 
of the verses of Agamattirattu in Tamil: “The Lord swallowed the 
poison; He remained quiet without saying anything fora moment. 
The Dévas were worshipping without any pause. That was aday 
of the 11th phase of the moon—Ēkādašī. The next day—dvadasi— 
the Dévas broke their fast and became perfect. On that day, 
placing the gold creeper of Himavan—the Mother—at head, for 
four hours, Sankara danced whirling the trident. The four Vēdas 
speak of it as Pradósa". The Silpasangraha and Mayamata further 
state that this was performed under the banyan tree. This is 
found represented in the Lalita mode of dance. But the Mayamata 
speaks of this as Bhujangatrasa. 

(3) 

The third is Umā Tandava. Siva has six hands, i.e., two more 
to what had been already mentioned. The additional right hand 
holds trišūla; the additional left, a skull. The left leg is placed on 
apasmára. The right leg sweeps to the right. Umadevi stands on 
the left of Siva. The Parva Kāraņāgama, in the enumeration of 
the seven dances mentions Muni Tandava instead of Uma Tandava. 
The Dance of marriage is spoken of as a separate dance and this 
is called the Dance of the Dances, the Uma Tandava. In describ- 
ing the Sandhya Tāņdava, the Tamil work Agamattiratiu, we noted, 
mentions a Trišūla; perhaps because of this, Gauri Tandava is 
known sometimes as Sandhya Tandava. All these are pointed out 
to show that the descriptions have not become authoritatively 
definite and the variations have been the rule. 

(4) 

The fourth Tāndava is the Gauri Tandava. This is like the 
The important feature is the holding of the ser- 
hands. Some of the dances are charac- 
ding by the side of Nataraja. In this 
right side and Gauri on the left. If the 
Mother’s presence is taken as an inevitable concomitant, the pre- 
sence of Nandi seems to be the characteristic feature of this dance. 
Mayamata describes this as Bhujanga lalita, probably because of 
the playing with the serpent held in one hand. It further states 
that in the position of the legs, the fire in the hand is blown into 


Ananda Tandava. 
pent in one of the left 
terised by the persons stan 
dance Nandi stands on the 
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a blaze and the braided locks are spread out into 5, 7 or 9. It 
places Nandi on the right but Visyu on the left instead of Gaurī. 


NC (5) 

The fifth dance is Kalika Támdava. Siva has two eyes only 
but 8 arms of which the three, on the right, hold the trīšūla, pasa 
and utukkai, the three on the left hold kapāla, fire and the bull, 
whilst the remaining right arm is held in an abhaya pose and the 
left in gajahasta pose. Mr. Krishna Sastry in his ‘South Indtan 
Images’, speaks of the “Kattu catai Natarāja” of Nallūr as repre- 
senting this dance. But, as he himself points out, the position of 
the legs and the abhaya and gajahasta poses are found reversed in 
this image of Nallūr; for Siva there stands on the right leg, raising 
up the left, whilst the abhaya pose and the gajahasta pose are held 
by the right and left arms respectively. In this figure *muyalakaw 
sits facing forward with his two legs stretched in front of him. 
The drum (utukkai) is nearer the ear, and Siva is found bending 
His head slightly towards it. The Kalika Tāņdavam is according 
to Tirupputtür-p purāņam performed at Tiruvalankatu. But, the 
form of the image as found at that place is that of Ürdhva Tandava. 
The Tiruvalankattu-p puranam speaks of the Lord standing on His 
right leg and sending up His left leg to reach the Heavens. But 
we know of no Ürdhva Tandava image in which the left leg is sent 
thus higher up except one at Agastisvaram temple. The Trivik- 
rama form, where also the image is found standing on one leg 
whilst raising the other to the Heavens, has to be differentiated 
from the Urdhva Tāņdava form. Rea’s plate CXXIII gives, the 
Ūrdhva Tandava form as fig. 3, and the Trivikrama torm as fig. 7 
Here the most important differentiation consists in the different 
legs raised skywards, the left in the case of Trivikrama and the 
right in the case of Urdhva Tāņdava. This is in accordance with 
the theory, that the left half is the Vaisnavite or Sakti half, whilst 
the right side is Siva’s half. Whatever this may be, Urdhva Tandava 
of Tiruvalankatu is as old as Karaikkalammaiyar.48 


(6) 
The sixth dance is Tripura Tandava. Siva h 
; ngava. as 16 
i yore Md o MUS ee 


According to Silparatna however, on the right. 


48. Tiruvūlankātļu Mūtta Tiruppatikam, V. 4. 
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as the Mother holding her by the hand and expressing fear, love 


and wonder in his face. This dance we had already described in 
describing Tripura Dahana. 


(7) 

The seventh dance is the Savhéra Tandava. It is the dance 
of involution. God has 3 eyes and 8 arms. The left leg crushes 
down apasmāra and the right leg is raised. The right hands are 
holding the Urukkai, the pasa, the trīšula and the abhaya pose and 
the left hands hold the fire, the skull, the vismaya and gajahasta 
poses. Here also Nandi stands on the right side and Gauri on the 
left. The eight hands differentiate this form from Gauri Tándava 
form. 


(8) 

The Natya Sástra enumerates 108 modes of dances and all 
these poses are found sculptured on either side of the doorway of 
the Cidambaram temple. The Agamas assert that Siva danced in 
all these modes but they describe only 9 out of them probably as 
being the most celebrated amongst them. The first is the Ananda 
Tándava form. The Uttarakāmikāgama, as already noted, speaks of 
this as Bhujangatrāsita and Bhujangalalita.. It is this figure, which 
has gathered round it, all the esoteric and mystic significance. 


In the second form of dance, the only differentiating feature 
mentioned by Amsumadbhédagama is that Ganga is made to stand 
with an anjali pose on the jatās flowing on the right side of Siva. 


In the third mode of dance, the left foot is found placed on 
the apasmara whilst the right leg is lifted up. Thisis ‘Kalmayiyatal? 
described in the ‘Kalmari atiya patalam” of Tiruvilaiyātal Purāņam. 
According to this Puranam, the Pandya at the idea of God eternal- 
ly dancing without any pause, standing on His left leg, is over- 
powered by the feeling of sympathy and he begs of the Lord to 
change the posture and to dance standing on the left leg. The 
Lord alters His posture to please him and dances as requested. 
The image in the Velliampalam represents this altered posture. 


In the fourth mode of dance, the jafas are required to be in 
the form of a jatamandala, i.e., they had to spread round the 
crowned head of Siva, in the form of a circular disc. It will thus 
be seen that all these four dances are one and the same except 


for slight variations. 
T. 58 
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The fifth mode of dance represents the Lord resting His 
slightly bent left leg on the apasmāra, whilst the right leg is lifted 
straight up to the crown of His head. He has 8 hands, the four 
on the right holding the trident, the noose, the utukkai and the 
abhaya pose, whilst the other four on the left hold the fire, the 
skull, the bell and the gajahasta pose. 


The sixth variety is differentiated from this only by its 16 
arms; the right arms hold ufukkat, vajra, trident, noose, taūka, 
danda and a serpent and the abhaya pose. Instead of vajra, tanka, 
danda and snake, He may hold the sword, the patāka, the vētāla 
and the sūcī pose. The left hands exhibit the fire, the quoit, a 
double headed instrument—muithuna, patāka, the bell, the khétaka 
the skull and the gajahasta pose. Instead of the mithuna, quoit, 
patāka, He may hold the sword, vismaya and sūcī poses. His con- 
sort, with a face expressive of fear, wonder and love, stands with 
añjali on the left carrying in her left arm Murukav, who, terrified 
at the sight catches hold of the breast and abdomen of his mother 
and this last feature reminds us ofthe Tripura Dance. In the fifth 
and the sixth, Siva has only two eyes as in the Kalika dance. 


In the seventh mode of dance, Siva has 8 arms, but 3 eyes. 
‘The jatémandala is spread out. The right hands exhibit trident, 
noose, utukkai and abhaya pose whilst the left show skull, fire, gaja- 
hasta and vismaya poses. There is a bend in the body and the 
mother is standing on the left. The left leg of Siva is placed 


upon the Apasmara and the right is lifted up fully stretched as far 
as the head. 


The eighth form, an Ürdhva Tandava, is similar to the seventh. 
Siva has six instead of eight hands with abhaya pose, utukkai and 
trident on the right and gajahasta, vismaya and the skull on the 
left reminding us to that extent of the Uma Tāņdava. 


The ninth reminds us of the Sandhya Tandava. Siva has 4 arms, 
3 eyes and jatāmakuta. The hands on the right exhibit utukkai and 
abhaya pose, the hands on the left spear, fire and gajahasta pose. 
The left foot is not on any apasmara but on the bitha. The great 


toe of the right foot also rests upon the pītha, the left leg and the 
right leg making a cross as it were. 


III 


Coming to the sculptures of the Kailasanatha Temple, we 
have various representations of Siva as the Dancer. In aaa 
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the various heroic feats of Siva in the light of Tēvāram, we had 
the opportunity of emphasising one important fact that every one 
of the feats ended in a particular dance of Siva. The sculptures 
representing the various stories are to that extent dramatic repre- 
sentations. The Hasta abhinaya — or the poses of the hands of the 
various actions and other postures of the body have to be inter- 
preted according to Natya Šāstra. This has been very well brought 
out by Dr. Minàksi, who writes: **A profound knowledge and 
critical appreciation of the Natya Sastra is clearly revealed by the 
Pallavasin their representation of the different poses of the divine 
dancer. The art of dancing was popularised and encouraged in 
the South by the Pallavas through the medium of these various 
representations which were a source of inspiration." 1? 


The Pallavas believed in the divine nature of the Dances. 
Mahéndravarma’s invocation to Siva in his Mattavilāsa is signifi- 
cant: 


** Bhāsāvēsavapuh-kriyāguna-krtānāštritya bhédan gatam 
Bhāvāvēšā vašāda nekarasatām tralokyayatramayam 
Wrttam nispratibaddha bodhamahima yah prēksakassa 

svayam 
Sa vyāptāvanibhājanam dišatu vē divyah kapālī yasah^. 

The dance of Küpali full of all sentiments is said to cover the 
three worlds. To the interest of Rājasimha and Mahéndravarma 
II in this divine art, the Kailāsanātha Temple stands as a living 
monument. Apart from the sculptures of dances, dance is even 
now a part of temple ritual, in combination with music. The 
dancing girls of high and noble ideals called ‘atikalmar’ were at- 
tached to the Temples of the Pallava and Cola age. In fact 
numerous inscriptions refer to this provision. 

Rea’s Plate XXVIII is a representation of Ūrdhva tandava. 
Siva has only six arms, as required in the 8th form of dance enume- 
rated above. He stands straight on His left leg. There is no 
apasmāra there. The front left arm is held up straight with the 
hand bent at right angles to the right side, and its palm is turned 
down-wards. The left leg and the left arm thus form as 1t were 


the central axis; the right leg is lifted up almost parallel to the 


raised left arm. The toe is pointing towards the crown of the 


49. Pallava Administration, P- 287. 
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Lord. He is having the jatāmakuta; He is wearing ear-rings, neck- 
lace, three bangles and two armlets on each arm and an anklet on 
each leg. There is a yajsiopavita, probably of a serpent going round 
the left shoulder and encircling the raised up leg. Another ser- 
pent hangs from the left shoulder down to the left ankle. There 
is a sash round His waist and the two ends of another cloth are 
found below His waist on the right and the left. There is a ser- 
pent with its outspread hood; probably it had fallen down. On 
the right hands He is holding the drum or utukkat, abhaya pose, 
and a danda at the top of which is attached a banner. The left 
hands hold a torch (or bell) and the vismaya pose. The third left 
hand has already been described. 


This is the Lalātatilaka Dance described by Bharata:?? 


“Vrscikam caranam krtvà pádasyangusthakena tu 
Lalātē tilakam kuryāllalāta-tilakam tu tat”. 


One of the legs is lifted up and its foot is held in the form 
of a scorpion and its toeis so turned towards the forehead as 
though in the act of marking a tilaka. According to Abhinava- 
gupta, the leg pose in which the leg is lifted up behind is called 
the Vyscika pose, because, it then resembles the tail of a scorpion. 


Rea’s plate LVIII is another representation of this dance 
which has been referred to and described by Gopinatha Rao? 
and by Dr. Minaksi. The right leg is lifted up with the foot in 
the form of a Vrscika touching the jatēmakuta. In this figure, the 
Lord has eight hands, as required in the seventh mode of dance 
enumerated above. As contrasted with the figure described above, 
there is a small bend of the body and the head, and this also has 
been referred to in our description of the seventh mode of the 
dance. Theright hands hold an aksamālā, a sword and two patāka 
poses. The left hands exhibit a valaya, fire, noose and doses 
Nandikeévara is found immediately on the left side of Siva danc- 
ing in the /alita mode. In the adjacent niches, there is Brahma 
on the right and Visnu with his wife on the left. Gopinatha 
Rao identifies the figure on the right as kinnara, half man and 
half bird, playing apparently on a ‘stringed insttument. The 
former figure which we described above is an exemplification of 


50. Natya Sastra, Ch. IV., 111. 
51. Page 265, H.I., Vol. II, Pt. 1. 
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the beauty of straight lines whereas this figure exemplifies the 
gracefulness of bends. 


Rea’s plate XCVII, fig. 2 is from the Matangé$vara temple. 
It combines the characteristic feature of both the figures we have 
described. The Lord stands straight on His left leg and lifts up 
the left arm as in the previous figure. The body is straight but 
the head alone exhibits a slight bend towards the right. The 
right leg is lifted up but not at parallels to the lifted arm. The 
foot is in the vyšcika pose. Therefore, this figure with the central 
axis formed by the left leg and the left arm exhibits a kind of 
rotatory action of the other parts of the body. On the left there 
is a figure dancing in the lalita mode. On the right there is a 
figure playing on the drum. There is figure sitting between the 
Lord and the figure on the left. 


Rea's plate CIX, fig. 1 is from Tripurāntakēšvara temple. It 
is a beautiful figure of symmetrical angles. There is no apasmara 
visible. The Lord stands on the left-leg, but it is bent at its knee 
and this leg forms another angle with the trunk. The left leg 
goes up with the arm bent. He has jatāmakuta and the head 
is bent to the right, forming another curve. The right leg is almost 
parallel to the bent head. On the left there are three arms 
thrown out holding things which are not clear; the fourth is bent 
at its elbow at right angles to its hand in the saci pose. There 
is on the right a corresponding arm bent at the elbow; there are 
three other right arms thrown out holding the hatchet, trident and 
serpent. The upraised right-arm answers to the upraised leg on 
the other side. At the top on each side there are two persons in 
the air, worshipping the dance. On each side of the leg, there is 
one person. On the left is Mother; on the right is one playing 
on the drum. The serpents swing from the waist downwards in 
this dance of ecstasy. To harmonize with ecstatic dance of the 
hands and the leg in the top portion, there is the group of people 
playing on musical instruments in the lower portion. 


Rea’s plate CXVII, fig. 3 is from the Airavate$vara Temple. 
This is like the first figure elsewhere described but the straight 
lines are softened into smooth curves following the shape of the 
muscles. The Lord hasten arms. On the right hands are exhibited 
the flag, the ufukkai, a danda and, abaya and pataka poses. The 
left hands exhibit a flame, a serpent, an upward bend of one hand 
and a downward bend of another hand. There seems to be some 
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symmetry between the right and left arms; the backmost arms 
form a right angle bend at the elbow; the next adjacent arms form 
acute angles. The hand next in order are thrown out whilst 
those next look downwards. Of the fore-most arms, the left arm 
is held straight up, straight except for the inward curve near 
the elbow and the bend inwards of the hand at the top. The 
right hand is in the abhaya pose. The banner answers to the bend 
of the left hand. The raised up right leg is parallel to the raised 
up arm but for the bend of the foot with its toe approaching the 
crown in vrscika pose. The crown is a little bent towards the 
raised up leg. There is something static about this dance as though 
the whole universe rests equipoised on Him. At the top corners 
two persons in the air worship symmetrically. On the left stands 
the Mother. On the right are three bhátas whose curved parts 


harmonize in a comic way with the rocks of the mountains and 
their drums. 


Rea’s plate CXXIII, fig. 3 from the Kailasanatha temple is 
probably the original for Plate CIX, fig. 1 etc. Siva has ten arms. 
The right arms, those making obtuse angles, exhibit a sword, a 
drum and a serpent in their hands; the other two hands are held 
in cinmudra and abhaya poses. The left hands show a downward 
move exhibiting the flame of the fire, the hatchet both being turned 
downwards. The front left arm is held up with the hand bent to 
the right above the crown. As for the other two hands, their 
poses are not clear. Siva stands on His left leg which is bent a 
little to the front and left. The right leg is lifted up but not 
parallel to the lifted up arm; its foot is in vršcika pose. The head 
is bent towards it. Every thing suggests a dynamic motion and 
equipoise. On the left stands the Mother with beautiful bends. 
On the right probably sits JVandi playing on a drum. Calm is the 
peaceful base and all above is in full motion and joy. 


Both Dr. Mināksi and Mr. Gopinatha Rao refer to the sculp- 
tures representing the Lalita mode of dance. 


t Bharata describes | 
it thus: 


** Karihasto bhavéd vamo daksinascapavartitah 
Bahusah kuttitah pado jūēyam tallalitam budhaih” 52 


Kari hasta pose is the usual gajahasta found in the usual 
Nataraja figure. This is also called afcita and Abhinavagupta 


52. Ch. IV., 94. 
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calls this ‘Alapallava’. The Cittannavasal cave inscriptions exhibit 
one of the women dancers in this pose and it is this pose that 
had become popular in Java during the Pallava period.53 


In the gajahasta pose, one hand is stretched across the chest 
towards the shoulder, whilst the other arm is bent thrice, i.e., 
the upper arm lifted up as high as the shoulder horizontally and 
the fore arm held at right angles to it vertically and the palm of 
the hand bent at right angles to the fore-arm and facing upwards. 
Apavartita pose is represented by the uplifted arm. The leg pose 
required is *Kuttitam" where one leg rests firmly on the ground 
whilst the other resting upon the toe, strikes the ground with the 
heel. 


In the Lalātalīlaka dance described above, Nandikéévara is 
found by the Lord's left.5* Here, the right arm of Nandi isin the 
gajahasta pose and the right leg in the kuttitam pose. The right 
leg is resting on the toe whilst the left leg is fixed on the ground. 


In Plate XXXIII, fig. 4, there is a figure with spread out 
matted hair in Lalita mode of dance. The vāmahasta or left hand 
is in the Gojahasta pose and the Daksiņa or right hand is held up 
in the apavartita pose. The left leg is in the Kuttitam pose. This 
figure has only four arms. It looks as though the same figure 
assumed greater proportions to dance perhaps on the muyalaha 
sent by the Rsis; probably we see ten arms and the fire on the 
left alone is clear. One leg rests on the same platform on which 
the other figure stands. The other leg is stamping on the muya- 
laka. There is the same gajahasta pose and the apavartita pose. 


Rea's plate XCVII, fig. 1 from Muktēšvara temple gives 
what seems at first sight a representation of the Lalita dance with 
a left hand in Gajahasta pose and another left hand in the prasārita 
pose. The legs are in the kuģtita pose. As the pose of the right 
hands are not clear — the right front one may be in catura pose 
— one may doubt whether this is not a catura dance. Buta 
deeper study reveals this to be an ancita dance. 


“Vyaurtta parivritastu sa eva tu karo yada 
a - 3 
Aficito nāsikāgrē tu tad añcitam udāhytam .9» 


53. Krom, Borobudūr, Vol. 1, Plates 0.149; I-b 19. 


54. Pl. Rea LVIII. 
55. Bh., Ch. IV, 84. 
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“The same hand, i.e., karihasta hand of the 22nd karaņa is put in 
this 23rd karana, in vyāvrtta. and partortta and finally arched over 
the nose”. Parivrtta is bringing the hands to the sides in front. 
In vyāvrita the hands are lifted up side-ways. As in the 22nd 
karana, we have here svastika of the legs, i.e., crossing of the legs. 


Another mode of dance is Talasamsphotita dance. Bharata 
describes it there thus: 


“Drutam utksipya caraņam purastād atha patayet 
Talasamsphotitau hastau talasamsphētite mātau’ 55 


The dancer lifts one of his feet fairly high and suddenly and 
vehemently stampsthe ground in front of him clapping his hands 
at the same time. The commentators insist on the patāka hasta 
pose. Rea’s plate XXXIX, fig. 5 and Mr. Gopinatha Rao, Plate 
No- LXVIII, and Dr. Minaksi®® give us a representation of this 
dance as found in the Kailasanatha temple. Siva is lifting up. 
His right leg above the left knee as high as completely to double 
it expressing His attempt to thump the ground forcibly and sud- 
denly. The left leg in slight bent rests firmly on the ground. His 
right upper hand is holding a coiled serpent which forms a curve 
near His hand to form into another curve round His crown to 
curve once again for running parallel thereafter to the left back 
hand to be caught by another left hand. In the second right hand 
Dr. Minaksi sees jēnamudra. The other two right hands are in the 
pataka and abhaya poses. The left hand is holding Ganga with 
_a five headed cobra and the hand is in curved afijali pose. She is 
descending in parallel to the cobra’s curve. Another left hand is 


holding the cobra. There is another left hand in vismaya pose. 


The remaining hand is in Gajahasta pose. The mother is on the 


left. There are two ganas one in the ūrdhva tandava posture. Some 
interpret this as canda tāņdava or kotukotti. 


Rea's plate LVII is the Gajari mūrti, On the topmost niche 
is Siva with straight hands killing and flaying the elephant and 
dancing this Talasamsphētita. His left leg israised up to thump 
on the head of the elephant. Usually Gajāri is in Ht form.5? 


56. Bh., Ch. IV. 130. 

57. Hindu Iconography, Vol. II, Part I. 
58. Plate VII, fig. 14. 

59. See Plate CXXIII, fig. 1. 
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Rea’s plate LIX is a Gangüdhara-mürti holding up one of his 
jatās for receiving the Ganga. He raises up the left leg to thump 
on the dwarf with His foot in kuftita pose. Usually Gangadhara is 
in this form but the raised leg is on a pedestal.® 


The kuūcita mode of dance has been already described with 
reference to our description of the Tripurári. Rea’s plate XXXIV, 
fig. 1 is a Daksāri or a Kapali and He is destroying everything by 
thumping on the ground. Here He is standing on the right leg 
and thumping with the left. Plate XXXVIII, fig. 2 is probably 
Kālāri in Talasamsphētita form thumping on Kūla. 


Our identification of this kuñcita dance with Tripurari is still 
further justified by the Tripurari form given in fig. 6 in Rea's plate 
XXXIII, where Siva kneels down on His right knee while the left 
leg is bent up. This is the posture for bending the bow. This 
answers to the kuñcita mode where the right leg and the right arm 
are bent whilst the left leg and left arm are raised aloft. A 
variety of this is seen on the left side on the fig. 1, in Plate CXI. 


Dr. Minaksi has noted the absence of the popular nádanta 
mode of dance though the gajahasta pose is found in abundance. 
Rea’s Plate CXI, fig. 1 shows a representation of the Bhujanga- 
trāsita natana — the usual nēdānta natana. The gajahasta pose is 
found in the right hand with the left hand in a prasārita pose. 
The right leg is lifted up in the Bhujanga trasita style. In plate 
CXII, the Lord is with four hands. He probably stands on the 
right leg slightly bent, with the left leg raised up. In the Kaila- 
sanātha temple that which comes nearer to this dance is fig. 4 of 


plate XXXIII. 


Other karanas could be recognized. Rea’s plate LIH repre- 
sents the Tripurāri seated in the chariot with a smile in the sūcī- 


viddha mode — the 78th karana: 


*Pādasūcyā yada pado doitiyastu pravidhyate 


Kativaksah sthitau hastau sūeīviddham tad vcyate" © 


ft pierces into the 


< 2 the heel and the le 
The right foot rests on th The hands should 


right in sūcīpāda, i.e. touching the other foot. 


60. See Rea's plate XLIV, fig- 2; Plate CXXIII, fig. 2; Plate CIV, fig. 2. 


61. Ch. IV, 139. 
T. 59 
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be on the waist and the chest. The legs in the sculpture are as 
reguired. The right hand is on the chest in vismaya pose and the 
left hand is bént and near the waist in jfüünamudrà pose. 


Many figures stand on the leg lifting up the other leg. This 
is the ūrdhuajānu karana, the 25th karana described in verse 86. 
Uiksipya: Here the bent leg is lifted up and kept on a level with 
the breast whilst the hands are free to be used as the dancer 
pleases. 


The Bhikšātana forms,® found in the Kailāsanātha temple are 
in the janita karana.®4 In this mode of dance, one hand rests on 
the chest and the other is hung down. The foot is in ‘talagra’, 
i.e., on the tip of the sole. One of the feet of Bhiksātana is on the 
tip of the sole. 


Rea's plate CV, representing the dance of Gajāri seems to 
give us the Rēcita Nikurta dance. The right hand is to be in récita 
(i.e. lifting up the hand, throwing it about, moving it round and 
round and drawing it back); the right leg is to be nikutfa and the 
left in dēla (arms let down loose and free). In the sculpture, 


there is one left arm in dēla pose; many arms in rēcita pose. The 
left leg is in nikutta pose. 


Rea’s plate LIV probably represents the Pāršvakrānta mode, 
where the pace of Pāršvakrānta, i.e., leg is lifted so that the knee 
comes to the level of the breast and it is dropped on the ground 


and in that pose thrown in front. The hands should accord with 


the leg action. This pose is used in terrific situations such as 


those associated with Bhima. Here in the sculpture we find a 
vigorous fight. 


Coming to the times of Rājarāja, who, we will suggest pre- 
sently, adopted the name of Āfavallān for his Nataraja from the 
poems of Ārūrar. The image of Ātavallān was set up by his queen 
Sēramahādēvi.*6 The epigraphist’s note is as follows. It is 4 
standing figure of the god with Muyalakan under his feet. (Muya- 


62. Rea's plates XLVI; fig. 2: LVII; LIX 
63. Rea's plates XLVI, fig. 1; LXI. : 
64. Bh., Ch. IV, 155. 

65. Ibid., V. 90; karaņa 29. 

66. S.I. Vol. II, No. 42. 
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lakan or Musalagan —known in Sanskrit as Apasmára—is the name 
of a black dwarf who issued out of the sacrificial fire of the ysis of 
the Dārukavana. The sacrifices were offered in order to dis- 
comfit Siva; and Siva came there to teach them alesson. A fierce 
tiger and a monstrous serpent issued out of the fire one after the 
other and were quickly overcome by the God. Muyalakan ap- 
peared next. His form was hideous and malignant and with eyes 
of fire he brandished a club. Siva pressed the tip of his foot 
and broke Muyalakan’s back so that he writhed on the ground. With 
this last foe prostrate, Siva resumed the dance of which all the 
gods were witnesses. This is why Muyalakay is represented as 
lying under the feet of Siva. He is also found under the feet of 
Candēšvaraprasādadēva, Daksņāmūrti and Tatūjai-Aļakar. Muya- 
lakan is also described as a kind of disease from which a woman of 
Pāccilāccirāmam was suffering. She was cured by the saint 
Tirujüànasambandar  acccording to the Periyapuránam. The 
image had four arms, nine braids of hair (Jūtā), the goddess 
Gan ga-bhattaraki on the braided hair, and seven flower garlands. 
The goddess Umāparamēsvari who formed a part of the group was 
standing on a separate pedestal. This description corresponds to 
the representation of one of the many forms of Natarāja. 
Another gueen of Rājarājadēva named Paficavan-Mahadévi set up 
an image of Siva in the dancing posture and called it Tanjai-Ala- 
kar." The image was apparently standing with Musalakan under 
the foot on which the god stood; the other foot was apparently 
lifted upwards in dancing though this fact is not specifically stated. 
An image of Umāparamēšvari and one of Ganapati were included in 
the group. Theimage of Patañjali and that of Vyagrapala both 
of which usually accompany the dancing image of (called Nata- 
raja) are not mentioned here. The sages Patanjal and Vyaghra- 
āda are believed to have been present at the dance of the god 
Siva. Itis however worthy of note that the same Cēļa queen 
set up a separate image of Pataūj alidēva.** It was a solid image 
and measured ‘three-quarters and one eighth (of a mulam) in 
height from the tail to the hoods (phana). It had five hoods, one 
face in the midst of these hoods, one crown (makuta), two divine 
arms, above the navel a human body, and below the navel three 


coils’. 


67. SII., Vol. II, No. 51. 
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IV 3 


(1) 


The Dancer is the name of Siva and our poet refers to this 
name as "Ņatamāti”” in Tamil? The more popular name is 
‘Kattaw? and Ārūrar addresses the Lord as *Kūttā'"! and * Küttan'72, 
He also calls Him *Niruttam cey kālan”*." The poet uses the words 
‘Atal, ‘Artam’,” *Attwe 5 ‘Natam’,” *Nattam',? *Niruttam"? and 
*Küttw*" for Dance. Atal and Attam signify motion and play — 
the conception of Jala. ‘Atal’ is also Dance: c.f. *Patinorütal& 
of the ancient times. ‘Natam is from the root ‘Nat’, to act, dance 
or injure (Muyalakan?). ‘Nattam’ is the prākrit form of Nrttam’. 
Nyttam has a technical meaning. 'Kūttu is derived by the Tamil 
Lexicon from 'Kūrdda” — ‘to jump’ when there is the Tamilian 
and Dravidian root ‘Kuti’. *Küttw is used as a technical term in 
Tamil from very ancient times and *Kurdda' is never found in any 
of the technical terms of Sanskrit Wātyašāstra. Under these 
circumstances, one must be on the search for a purely Dravidian 
root. 'Nātakam is drama and is another technical term. *Kurit- 
tal’ is another root, to bend and to dance.s? 


(2) 


Some of the terms used by Arürar may be explained at this 
stage. "Indian acting or dancing" (the same word Natya covers 
both ideas) “is” as Dr. Ananda Coomaraswamy writes in the 


69. 7: 17: 9; 7: 41: 6; 7: 63: 3. 

70. 7: 62: 4. 

71: 7: 92: 6. 

72. 7: 6l: 11; 7: 62: 4. 

78. 7:58: 8. 
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Mirror of Gesture& “a deliberate art. Nothing is left to chance; 
the actor no more yields to the impulse of the movement in ges- 
ture than in the spoken words... precisely as the text of the 
play remains the same whoever the actor may be... so there is 
no reason why an accepted gesture language should be varied 
with a view to set off the actor's personality. .Itisthe action not 
the actor which is essential to dramatic art. Under these con- 
ditions, of course, there is no room for any amateur upon the stage. 
In fact, the amateur does not exist in Oriental art?. Readers of 
Gilappatikāram and Manimékalai will readily agree with this con- 
clusion. In the Pallava period, the kings took interest in Watya 
and Mahēndravarma Pallava is the author of Mattavilāsa, a play. 
The sculptures and paintings of the age reveal to us the great 
popularity of dances and dance poses The worshippers also 
danced and Campantar speaks of the path of the done along with 
the path of song for attaining the Lord, Afal neri, and Patal 
neyi.85 


of Natya Sástra. Vedanta Désikar in his Sarikalģa Süryodaya ex- 
_ plains the word Bharata as acrostic of the initial syllables of the 
words Bháva (idea), Raga (Tune) and Tāla (Timing). We had 
referred to Ārūrar referring to Tiram, Icai, and Patal referring to 
the tune, music and song, and to Cati referring to the tāla. As 
to the idea or Bhāva, the poet speaks of Siva as, ‘Our prince who 
performs the dance, inspired by the subject matter or bhava’— 
* Poruļāl varu nattam purinta Nampi””.5% Bhava is important. This 
is brought out by Purawic incident with the help of which 
Dr. Ananda Coomaraswamy tries to reveal the interpretation of 
the dance. He translates thus in the work “Mirror af Gesture" 9" 
*When...the Dāēnavas (Titans) found that the drama depicted 
often their own defeat, they remonstrated with Brahma and this 
afforded occasion for an explanation of the true character and 
significance of dramatic art, not to flatter any party, but to re- 
present the true and essential nature of the world. Brahman ex- 
plains to the Danavas: “This play is not merely for your pleasure 
or the pleasure of the Devas (celestials) but exhibits mood or 


| 
] 
| 
| 
Bharata is the name of the Rs? considered to be the author 
| 
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bhava for all the three worlds, I made this play as following the 
movement of the world, whether in work or play, profit, peace, 
laughter, battle, lust or slaughter; yielding the fruit of rightous- 
ness to those who follow the moral law, pleasure to those who 
follow lust, a restraint for the unruly, a discipline for the follow- 
ers of a rule, creating vigour in the impotent, zeal in warriors, 
wisdom in the ignorant, learning in scholars, affording sport to 
kings, endurance to the sorrow-stricken, profit to those who seek 
advantage, courage to the broken willed: replete with the diverse 
moods, informed with the varying passions of the soul, linked to 
the deeds of all mankind, the best, the middling and the low, 
affording, excellent counsel, pastime, weal and all alas” 


Bharata begins by narrating the enactment of the dramas 
of churning the ocean and the Tripura dahana in the presence of 
the Lord. This is important for realizing that individual poses 
are not significant, in themselves, except as part of the whole, 
representing an event or a story. In this view, we can understand 
the sculptures of the Kailāsanātha temple and references in 
Tévaram which do not refer to any image in a particular posture 
but depict a particular dramatic scene. The significance of the 
Bhava of the divine dance must be much more important as may 
be presently seen. The way of expressing the bhava is through 
Abhinayas, which are any means of exposition or any means of 
evoking Rasa in the audience; these may be āngika, i.e., the poses 
of the body, the face and movements, or vácika, i.e., the vocal ex- 
pressions, or ēkārya, i.e., the costumes, ornaments and other ad- 


ventitious appendages or sūttvika i.e., the expression of mental 
states. 


(3) 
The importance of the Dance in Saiva religion is great and 
some of the technical names are connected with Saiva terms. The 
word Tandava itself is derived from Tandu, the name of Nandhi, 
to whom Siva gave this Art and who, therefore, became its 
author. Azgahara, which consists of the varied dispositions of the 
body— placing the limbs in different suitable positions—is traced 


by Abhinavagupta to Hara or Siva, as according to him these prac- 


ties relate to Hara. Probably it is these suitable or harmonious 
dispositions of the body what were called ‘Tlayanka? im Tevaram.-? 


88. llayam: 7: 69: 2. 
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Karaņam is a technical word found in Ārūrar's poem® and ex- 
plained in the Watyasastra. A combination of the prescribed posi- 
tion (Sthanaka), the gait (Cari) and the hand pose (JVtta hasta) 
constitutes a karaņa—each of these positions being called mātrikā 
or unit. 


“Vani sthānani yāscāryē nrttahastāstathaiva ca 
Šā mātrkēti vijūēā tadyogat karanam bhavēt” 90 


A karaņa in dance is the coordination of the movements of 
hand and foot: 


**Hastapādasamāyogē nytyasya karanam bhavēt.”% 


The cāris and nrtta hastas referred to here constitute a prime 
unit (Mātrikā) and karanas are formed out of these: 


“Caryascaiva tu yah prokta nyttahastāstathaiva ca 
Sā mātykēti vijūēyā tadbhēdāt karanámi tu’. 


A single unit (Mātrikā) of action consists of two karaņas. The 
angahüras arise out of the combination of either two, three or four 
of these units: 


“Dyé nyttakarané caiva bhabatē nytta mātyikā 


Dvābhyām tribhiscaturbhirvapi angahārastu mātybhih. 93 


In a karana, the body as a whole is in one fixed position or 
sthānaka; in an Angahara there is frequent change of sthānaka. 
When Ārūrar speaks of the Lord dancing frequently changing the 
sthānaka — *Peyarntātum perumān””%% — he is referring to Angahara. 
But the karaņas and Angaháras are fundamental poses and they 
are as such abstractions in the enactment of particular themes; 
these appropriate poses follow in the proper sequence to present 
a concrete dramatic situation or situations. In that very verse 
the poet speaks of the Lord dancing, adorning Himself with the 
crescent and the Ganges — the dance fis, therefore, to represent 
the theme of Candrašēkara and Gangadhara episodes. 


89. Karanam: 7:6:3. 

90. WNatyasastra, Ch. IV, 59. 
91. Ibid., IV, 30. 

92. Ibid., IV, 173. 

93. Ibid., Ch. IV, 31. 

94. 7: 86: 2. 
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(4) 


Nrttam has a technical meaning as distinguished from abhi- 
naya or gestaculatory action. Bharata® says about this: “The Rsis 
asked Siva: Gestaculatory action has been created for the under- 
standing of the meaning. Whatis the purpose of Nytta? It has 
no relation with the subject matter of the song; nor does it appear 
to be the representation of the meanings of words. Why then is 
Nrtta performed in singing and dsērita music? In reply, it was 
stated that JVrita no doubt does not look to the meanings of the 
words (of the song) but it is practised because it is beautiful by 
itself. Usually JVrtta by its very nature, is pleasing to the whole 
world. It is highly esteemed as betokening auspiciousness in 
marriages and their attendant functions, and at the birth of sons. 
It is also practised as a source of merriment”. 


Laya—ilayam—as harmony is also mentioned.** 


Siva danced in several Arigakāras in strict accordance with 
Laya and Tāla. The musical instruments should be tuned with 
due observance of Laya. Ārūrar also speaks of ilayam and cati. 
*Kūtiya ilayam cati pilaiyamaik "kotiyitai yumaiyaval kana ātiya 
aļakā. 8 

Tandava is another word. Šiva created the Rēcakas, Angaharas 
and Pindi bandha and gave them away to Nandi—that is Tānģavām 


Thereafter, all dances accompanied by good music came to be 
known as Tāņdava.?9 


Katiu or Natam means dance. It is of two varieties: the 


Cāntikkūttu or the dance of peace and the Vinotakkattu or the 
dance of fun. The first is the classic dance and the second is the 
folk dance. The first is said to be of four kinds — the cokkam or 
$uddha nrita, consisting of the 108 karanas described in the Natya- 
šāstra; the second is the meykkūttu — the dances of the Ceylon, 
Vaduku and other countries in which the body is in various 
poses, giving expression to Sativic, Rājasic and Tamasic characte- 


ristic features; the third is Avinayakkūttu — the song is explained 


95. Nat. Šas., IV, 268-273. 

96. Natya Sastra, Ch. IV, 259. 

97. Ibid., Ch. IV, 308. 

98. 7: 69: 2. 

99. Ibid., Ch. IV, 266, 267 and 268, 
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through abhinayas but there is no continuous story and the fourth 
is Vātakam which is the dance explaining a story, i.e., the drama.100 
The commentators speak of!!! Natya with Nytta and Tandava, and 
state that abhinaya is the expression of ideas. Tandava is the name 
of the whole style of dance which is violent like the dance of 
Siva; Nytta is the 108 karaņas, without abhinaya, a part of Tandava. 


(5) 


More particulars are given by Arirar about the modes of 
dances. Layaisthe harmony of the song to the tune and the 
harmony of the dance to the basic time or tēla — the harmony of 
the ‘Kottu attu-p patal’, i.e., of the Tala, Dance and Song.192 


The cati is the movement of the leg, keeping time by stamp- 
ing on earth.!? It is probably an onomatopoetic word and why 
the Tamil Lexicon should trace it to jati, the pause in music, is 
not clear. But Sanskrit scholars admit that the word jati is today 
used in dance in the same sense as Ārūrar uses cati. The Lord 
in the presence of the Mother, it is said in one verse, performed 
the dance without ‘cati or the tāla stamped with the leg going 
out of time. Or, it may mean that the Lord danced in the pre- 
sence of the Mother without the established harmony ever ceasing 
to keep time with the tala of the leg movement. The poet speaks 
of the Lord dancing with His eight hands creating and maintain- 
ing the /aya and harmony.! The Dance with the eight hands 
has already been mentioned with reference to the fire dances.16 


Laya means also the modes of dances." ‘One verse states: 
“This is the place where the Lord who is everlastingly fond of 
dancing productive of various poses resulting from the many leg 
movements and the ankle joint.1% It is possible to make out 


100. See Atiyarkku Nallār's commentary lines 12-25 in III Arankerruk- 


katai in Cilappatikaram. 
101. See Gilappatikaram, III, 1., 158. 


102. 7: 13: 6. 

103. 7: 69: 2. 

104. 7: 69: 2. 

105. 7: 33: 8. 

4 pe Sāminatha Panditar edition: 1235: 6. 
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here the compound name <«Tillai Ampalavāņan”” — ‘He who resides 
and lives in the Hall of Dance at Tillai” — and then it will refer 
to His dance, in the company of Péy and wolf. The difficulty is 
only with the word ‘kutaka’, qualifying the compound name ‘Tillai 
Ampalavanan’ (Khuttakah — ankle joint), probably referring to. 
the bend of the kuficita poses. The reading probably is not cor- 
rect. The Natya Sastra knows the word *kutapa” and emphasizes. 
the ‘kutapa vinyāsa” — the arrangement of the orchestra playing in 
accompaniment to the dance. Bharata lays much emphasis on 
the correct position of the musical orchestra. The descriptions 
of the Dance of Siva also give particulars about the musical in- 
struments (kutapa). With reference to the singing in accompani- 
ment to ‘yal’ the ancient Tamilians called a particular mode of 
playing on the instrument Kurumpēkku (short steps) which is said 
to be of two varieties: (1) Tullal or quick or rhythmic leaping- 
like movement and (2) Kutakam which may be said to be the op- 
posite of Tulļal. Then we may interpret the Kutaka in * Kutakkat 
tillai” dance, as a dance where there are no short guick steps or 
_ fast musical rhythms but calm slow and soft rhythms. 


The Lord comes a-begging with the bull performing many 


‘karanas’ or Modes of dances! — says averse. In the seu fasuties 


of Kailasanatha Temple, we get glimpses of ‘Kutapa vinyasa’. In 
Plate CX XIII, fig. 3, we have already noticed, Nandi playing 
upon ‘Kuta mulà — ‘Kutamula nandican’° sings Appar. On the 
left side of Siva’s leg is somebody with an instrument, which is 
not clear, whether it is a lute or a stick for beating the drum. In 
Plate CXVIII, figure 3, we referred to the Bhūtas playing on the 
drum. In plate CIX, fig. 1, there is one in the act of beating an 


one-sided long drum. In plate XCVII, fig. 1, there is one in the 


act of playing on two drums. In fig. 2, therein, there is one 


. sitting and playing on a drum all concentrated in such a play- 
On the left side of the leg there is one sitting with two sticks 
raised in the act of beating probably a drum. 


Kuta is the sound and ‘kutapa’ is that which sustains and 
maintains this sound; that is, the musical instruments which are 
according to Pinkalantai and other Tamil Lexicons five in number: 
(1) Narappukkaruvi or stringed instruments; (2) Kaūcakkaruvi 


109. 7: 6:3. . 
110. 6: 96: 11. 
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or the metallic instruments like cymbals; (3) Tol karuvi, the 
instruments of hides and skins like the varieties of drums; (4) 
Tulaikkaruvi, the hollow instruments like the flute, known as wind 
instruments in science and (5) the mitārrukkaruvi, the instrument 
of the human throat. The last is not recognized as an instrument 
outside the Tamil land and the Sanskrit terms for the first four 
are, ‘Tata’, ‘Ghana ‘Anaddha’ and Susira’, The Nātyasāstra in 
speaking of Tāūyņģava refers to its accompaniment with Vardhama- 
naka (Tala). **Vardhamānaka is also called", says Nātyasāstra, 
“because of the harmonious development of its kalās, and letters 
(the interval of tune calculated in terms of the duration of letters) 
and also because of the prosperity it produces for the dancer. O! 
best of Dvijas! the kutapa vinyāsa has first to be performed as ordai- 
ned by the rules and then the performers may proceed with Āsā- 
rita practices. Thus making upohana (humming a tune before 
singing it aloud) to the accompaniment of stringed musical ins- 
truments, vocal music and Bhanda (a drum) the lady dancer has 
to make her entry. Where a song has to be represented in Abhi- 
naya, there should be no accompaniment of instrumental music. 
Bhanda Vādya is ordained for the performance of Angaháras. Ins- 
trumental music, which is well harmonized, well timed, enjoya- 
ble, and attuned to the Wyita should be used in Tandava by those 
skilled in the use of such instruments". These remind us of 
Arürar's emphasis on Laya, Cati, Pātal, Icai and musical instru- 
ments. Kutapa vinyāsa according to the commentary is to be in 
the following manner: There is the mrdanga; to its left is the pan- 
ava; the singer is to the south of the platform himself facing north; 
to his north is the songstress herself facing south; Visa is to the 
left of her; next is the flute. 


In Arankerrukkatai,42 we have the description of the Dance 
master,!!3 the master of music,!4 the poet,!5 the master of tannu- 
mai drum, the master of the ‘flute,47 and the master of yal or 
the harp.118 The poet here refers to the kutapa vinyāsa when he 


111. Ch. IV., 277-285. 
112. Gilap., ITI. 
113. 1l., 12-25. 
114. 11., 26-36. 
115. 1l., 37-44. 
116. 11., 45-55. 
117. 11., 55-69. 
118. 1l., 70-94. 
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states *Kuyiluva mākkaļ nerippata nirpa'”H9 The lyre follows the 
flute and so does the song. Tannumai follows the lyre. Muļā—kuta 
mulā— follows the tannumai or mattaļam; Amantirikai—itakkai — ac- 
companies the tāla; and the other instruments follow these like the 
shadow following the kite flying higher and higher.120 


But it must be noted that the word used is ‘kutaka and not 
‘kutapa’, We must assume ‘? comes in for «P. It is possible to 
take the kutaka as a corresponding reading to kuttaka, one of the 
ways, the sole is struck on the floor in dance. Or, is he referring 
to Pērūr, the western Tillai? 


The drums are classified by Atiyārkkunallār on the basis of 
the authorities as (1) Aka mula (The inner drum) like Callikai, Itak- 
kai, Karatikai, Périkai, Patakam, Mattalam and Kutamulé which are 
called the best ones; (2) Akappura mula (the inner-outer drum) 
like Tannumai, Takkai, Takuniccam, etc., called the middling; (3) 
Pura mula (the outer drum) like Kanapparai, etc., called the last; 
(4) Purappura muļā (the outer-outer drum) like Neytarparai (fune- 
ral drum); (5) Pan&amai mula or the heroic drums like Muracu, 
Nicalam, Tutumai, and Timilai; (6) the Na! muļā or the day drum 
or the drum announcing the hours if we may use the word for 
clarification; (7) the Kalai mula or the morning drum, that is the 
Tuti or Utukkai. An explanation of some of these names is next 
given by this commentator: Mattalam is so called because ‘mat’ is 
the sound; ‘talam’ is the basis of all musical instruments, hence 
this is the basis of all drums. Callikai is so called because it has 
the sound like ‘cal’. Āvatīci, kutukkai and itakkai mean the same 
(kind of drum). It is called *Avafic? because it is covered with 
the hides of the cow. The meaning of vaticittēl isnot clear. Kutuk- 
kai refers to its form. It is called *itakkai” because it is played 
upon with the left hand. ‘Karatikai’ is so called because it sounds 
like the noise raised by the bear. What is first played upon is 
the mattalam and, therefore, it is the first instrument. That which 
comes in the middle is the ‘calli’ which is the ‘itaikkaruvi?. *Utuk- 
kai? comes in for the closing beat and hence it is called Papal 
karuvi'. The differentiation of these into the inner and theouter, 
the inner-outer and the outer-outer is probably based-upon the 
possibility of tuning them, the inner is what is completely tuned 


119. 1., 130. 
120. Cilap., ILI., 1l., 138-143. 
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and musical like the mydaiga or mattala; the outer-outer is what 
is completely non-musical and nothing but noisy like the funeral 
drum; the others come in between. Dr. Raghavan considers this 
as akam and puram. The commentator enumerates all the drums: 
Pērikai, patakam, itakkai, utukkai, mattalam, callikāi, karatikai, timilai, 
kutamuļā, takkai, kanapparai, tamarukam, tannumai, tatārt, antari, 
muļavu, cantiravalaiyam, montai, muracu, kanvitu tūmpu, nicalam, tutu- 
mai, ciruparai, atakkam, takuniccam, viralēru, pākam, upankam, nālikaip- 
parai, tuti and perumparai. He quotes a verse containing these 
names as his authority.!?1 


The names of some of these are as old as the Cankam age and 
occur in Malaipatukatüm:3?? Mulavu, ākuļi, pantil, (cymbal), kotu, 
Kalirruyirttiimpu, kuruntūmpu, kulal, tattai, ellari and patalai. Nac- 
cinàrkkiniyar explains these: Akuli’ is ‘ciruparay’; ‘Kotw is the 
horn; "Kalirruyirttūmpu” is the big ‘tampu’ of the shape of the 
elephant’s trunk and sounding like its deep breath; ‘Tatta? is 
*karatikai”; *Ellari” is ‘calli’; ‘Patalai’ is the ‘kinai beaten on one 
side. ‘Pili? (line 5) is counted by Dr. Swaminatha Aiyar asa 
separate drum on the basis of Ārūrar Tēvāram — ‘Vilikkum Tal- 


aippili 12 


Arürar's reference to these musical instruments may be bet- 
ter understood in the light of kutapa vinyāsa. “You dance stand- 
ing and singing in accompaniment to the musical harmony of 
takkai, tannumai, talam (perhaps cymbal), vīņai, takumiccam, kiņai, 
callari, kokkari, kuta mulavu" ^ so sings Arürar, emphasizing the 
harmony of the music and dance, in the best traditions of Natya 
art. Here, one finds names of drums, not mentioned in the list of 
Atiyarkkunallar. Kinai is the old Cankam drum,!?5 and is probably 
tatari. Callart is callikai. We have already referred to kotukotti 
coming in accompaniment to vinai.126 In another place, Ārūrar 
Siva enjoying probably as the Dancer, the kokkaraz, 
all of which sound intermittently and 
e beaten and to the tune of 


speaks of 
kotukotti and tattalakam, 
the tuntumi, and kutamula, which ar 


191. See his commentary — Cilap,, III, 1., 26. 


122. 1l., 2-11. 

123. 7: 9: 7. 

124. 7: 36:9. 

125, Puram., 70: 3. 
126. 7: 42: 9. 
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which the songs are sung.?” The tuning of muļā, so as to har- 
monize with the song is referred to, as is made clear in Cilappati- 
kāram. Tattaļakām is notin the list above given, Pinkalantai speaks 
of ‘Tattala paficamam" as a tune. Perhaps Tattaļam is a drum of 
the marutam like ‘kinai?. ‘Kokkarai? is explained by Tivākaram as 
conch.l?! Tēvāram speaks of kokkarai as keeping time — *Tāļamali 
kokkarai”.29 Conch is described under Tālavādyas in Sanskrit works. 
Mula is the basis and the common name. Ārūrar speaks of 
*Paraiyür mulavam’ — ‘the mulavam which is accompanied by all 
the drums or parai or the mul? which is full of sound,!3 and of 
‘mani mulā', the beautiful muļā. The harmony of the drums 
and the flute to the sound of the song and the heroic anklet re- 
sounding in harmony is spoken of by Ārūrar.!s? Patampakkam is 
also mentioned as a musical instrument.!?? Probably it is pakam: 
c.f. Cilappatikāram commentary; c.f. Viralēru pakam.* Patam is 
probably the hood-like mark made by the beating with the fin- 
gers,35 — *Paitta pampim tutti ēypp-k-kai-k kacatirunta en kannakal 
tatāri”. *Monta?? is an earthen vessel and a drum is made of it by 
covering it with a skin, very much like the modern *cafti-p parar. 
It is mentioned above in the list. The form of the word as found 


in Tēvāram is ‘monta 399 The musical instruments ‘Yal’,!3° and 
«Vīna are also mentioned. 


Gītamis another technical term used. Gītas are a class of songs. 
‘A. Gita comprehending all things has first to be performed in Abhi- 
naya. The same thing has again to be represented in the dance’ 
says the Natya Sastra.** But Ārūrar speaks of Vedā-gītam and this 


technical meaning may not apply to that term. Our poet how 


127. 7: 49: 6. 
128. It also means a bow; is it an instrument like a bow? 
Swaminatha Panditar's edition: 1141: 7. 
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ever refers to vari.) This is explained by the commentator. 
According to this definition, ‘Vari’ is something like our modern 
‘cintu’. Various forms of vari occur in the ‘Kanal vari? and ‘Vét- 
tuva vari of the Cilappatikaram. ‘Vari’ may be taken as "Varikkūttu 
mentioned in the commentary. Atiyarkkunallar refers!4 to 
Palvarikkūttu which includes all kinds of folk dances of adults, 
children, women and foreigners. To please the women or the 
Rsi-patnīs, the Lord may be taken to have performed these dances 
as well. 


V 


(1) 


In more than sixty places Ārūrar has referred to the dance 
of Siva. But the references to the dance at Cidambaram is res- 
tricted to three places only. In this, we have not taken into 
account the mention of ‘Puliyir-t tiruccirrampalam! ten times in the 
koil hymn. According to the Periyapurénam tradition, this hymn 
was sung by Ārūrar at Cidambaram describing the vision he had, 
of the Lord, at ‘Pērūr on the banks of the river *Kafici in the 
‘Konku natu’.42 This tradition is confirmed by the last verse of 
Arürar's hymn 90. The first verse in this hymn describes the Lord 
holding ‘Damarukam’ or ‘Utukkai’, ‘Eriyakal’ or the fire-pot, and 
‘Kariya pampw or the cobra. This is not what we find at Cidam- 
baram. It is true that Appar speaks of the serpent and the skull 
in his second Koil Tirukkuruntokai.t$ But he refers to these in 
relation to the dance of Siva in the burning ground. The form 
of Nataraja holding the serpent is to our great surprise found at 
Pērūr and that is why Ārūrar speaks of Pērūr vision in the last 
verse. This is very significant and reveals to us the painstaking 
researches of Cēkkilār. This form is often referred to by Artrar.144 
With reference to the Bhiksátana form, this had already been 
noticed. In the Kailasanathar temple and other temples of 


139. 7:72; 7. 

140. Gilap., VII, l., 19. 

140a. Cilap,, III, 11., 12-25. 

141. Gilap., III, 1., 13. F 

142. Eyar kon Kalikkāma Nayanar Puranam—V. 115. 
143. Verse 3. 

144, 7: 14:8; 7: 39: 9; 7: 36: 4. 
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Cofijivaram, we had found Siva as dancer holding a serpent in 
His hand.145 


It is very unfortunate that the hymn which he flrst sung on 
his visit to Cidambaram is not now in existence. It must have 
been a glorious description of the dance, from what Gēkkiļār says 
of that hymn.l6 But there are three other references to Cidam- 
baram, i.e., in three different hymns. After singing the 90th 
hymn above referred to at Cidambaram, according to Periyapura- 
mam, our poet goes to Tiruvārūr and starts again on another pil- 
grimage towards the north. He passes through Cidambaram and 
when he reaches his old place Tirunāvalūr, he is reminded of 
Cidambaram and mentions it in the 6th verse of his 17th hymn 
< Āttankoņtār Tillai-c Cirrampalattē” — ‘He began dancing in Cir- 
rambalam in the small hall at Tillai”. Before going to Cidamba- 
ram, whilst passing through ‘Tirukkélakka’, he speaks of having a 
vision of the dance of Cidambaram.l” This is reminiscent of his 
previous vision at Cidambaram itself. *He who was pleased with. 
accepting me as His servant being His confidant, the Lord of the 
eternal, He who is keeping by His side the Mother of Kumāra, 
has made the Ganges to be hidden in the Heavens, the pure Siva 
the rich honey, the dancer who fills up and dances in the Tillai 
hall, the great gem of my teacher, Him I have verily seen at 
Tirukkolakka’. The hall being full with the dance, the subjective 


experience of the poet shows how the poet was moved at Cidam- 
baram. 


According to Periyapuranam, when Ārūrar was going on a pil- 
grimage along with Cēramān Perumal Nayanar, he had a dream 
one day at Tirucculiyal, a dream of the Lord as a youth and then 
he sang the 84th hymn: “When am I to see this youth of Kanap- 
pērūr?”” He refers there to his previous sight of the Lord at 
Cidambaram, in verse No. 5. He refers to the beauty of the bull, 
the beautiful and sweet smelling mat-lock, the boquet of Konrai 
blooming in bunches, the tender lady of the jasmine-like teeth 
with passionate love, the beautiful dance performed in the hall in 
the city of Tillai, the powerful hatchest, the blazing fire on the 
hand and the characteristic features of His followers playing on 


145. Rea's Plate CIX, fig. 1, CXVIII, fig. 3, CXXIII, fig. 3, 7, etc. 
146. Tafutiatkonta Purāņam, VV. 106, 107. DE" 
147. 7:62:4. 
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the drum called ‘Kallavatam’ and explains, 


“When am I to see all 
this and the youth of Kānappēr?”, 


Except in these three places and the Ko 


il hymn, the referen- 
ces to the d 


ances are not to this kind of dance which has now 
become popular and almost universal in all temples but to the 


dance performed on the burning ghat and at the door of the Rsi- 
patnīs of Dārukavana. 


(2) 

We found in our study of the Kailāsanāthar temple sculp- 
tures that the Wadanta dance of Cidambaram was conspicuous by 
its absence. All the dances are of the wild and terrific variety. 
The similarity between the majority of descriptions of dance 
found in Ārūrar and the representative figures of Siva’s poses in 
the Kailāsanātha temple is indeed very significant, revealing to us 
the spirit of the age and the particular stage of the popularity of 


the various dance poses in the history of the Tamilian conception 
of Siva’s dance. 


(3) 
It has been found that the Dance of Siva described by Ārūrar 
refers to the dance at the burning ground. The words used by 
Ārūrar with reference to this place are, '"Mutukātu”; “Itukatu’’; 


o 6 5 A+, Ra D 251,5. 

*Gutalai””; *Karikatu"; Cutukātu”; "Katta-k kātu”; * Pinakkátu"; 
. . E . = i 7j 33. «€ 22. 

“Pinamitu kātu”; *Pinampatu kātu”; * Mayānam”; “Imam”; etc. 


* Mayanam'48 is the Tamil form of the Sanskrit word 
‘Smasana’, derived from the roots, ‘Sma’ (Corpse) and ‘S@ (Sleep) 
signifies the place of corpses, the *Pimakkatu', 9 *Pinampatu 
kātu” 150 *K51,131 is the place of wild growth; it was a place out- 
side the village where the dead were buried or burnt. Because 
it is a wild growth of bushes, it is called a "Tūru" — wild bush.152 
Because it is outside the village, away from the waste or pasture 
lands of jungle growth, it is called *Purankatw" or tine guide 
wood.153 In view of the horror of death, it is called ““Pollapputan- 


148. 7: 53: 29; 7: 89: 8. 


149. 7:98: 4. 

150. 7: 14: 8. 
151. 7: 9: 8; 7: 29: 3; 7: 36: 7; 7: 56: 6; 7: 72: 7; 7: 97: 4. 
152. 7: 44: 2. 

153. 7: 2: 5; 7: 15: 1; 7: 52: 9; 7: 94: 7. 
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kātu” 54 It is the wild of death — 'Patukátu" 9» Usually the 
cremation used to take place at dusk or in the last part of the 
evening. Hence this place is called the *trutkātu” — the wild 
waste of darkness.156 ‘Cutu’ is to burn and “Cutu kátu 19 is the 
wild place in which corpses are burnt. *Cutalai 99 from ‘Cutu’ 
means the place of cremation. Because of this burning, this wild 
place appears charred and full of cinder and hence it is "Kari 
kātu” — the burnt or charred wood.!ē? There is also a custom of 
burying the dead and, therefore, the burial ground is called 
* tukātu”1% and itis made clearer as ‘‘Piyam itu kātu”*151 — “ Pinak- 
kātu”? the place where the corpses are thrown or buried. There- 
fore the kites fly there to prey upon the dead bodies; hence is the 
name of the wild waste, carrying the kites — the hovering kites 
look as though being supported by the force of this wild waste 
* Paru tankiya katw’ 188 — *Katw as the place of wild growth comes 
from the root ‘kātu — the harsh, the wild and the bitter and 
‘katumai’, ‘katukkay’, ‘katuku’, ‘katuvay’ are traceable to this root. 
‘Kattam’ from the same root is a variant form of ‘katu?’ with the 
suffix ‘am’; it means according to Tivákaram, a jungle. Our poet 


calls the burning ghat as ‘“‘Kattakkatu’’1®4 a compound of words in 


duplicate, if one may use the term. On the analogy of *'Kaitta- 


lam”, *"Cāraippāmpu”, etc., one may say that the second term kātu” 
has become a generic name whilst *katíam? was the special name 
of burning ghat. Here is also a suggestion of sorrow, on account 


of the similarity between the Tamil word ‘kattam’ and the Tamil 
form of the Sanskrit word ‘kasta’. 


panse.ltē 
name. 


lt is ‘Perunkatu’, the wild ex- 
The greatness or *Perumai” is explained by another 


It is ‘Mutu kātu, the most ancient jungle. As one 


154. 7:2: 5. 

155. 2: 42: 4 

156. 7: 44: 4. 

157. 7: 10: 9; 7: 41: 6. 

158. 7: 36: 3; 7: 44: 2. 

159. 7: 33: 7; 7: 38: 1; 7: 42: 7; 7: 55: 8: 
160. 7:4: 6; 7: 43: 6; 7: 92: 5. 
161. 7: 96: 3. 

162. 7: 98: 4. 

163. 7: 33: 1. 

164. 7: 18: 2. 

165. 7:2: 8; 7: 9: 8. 

166. 7: 2: 2; 7: 41: 1; 7: 42: 6 
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Caükam poet sings!% it has seen generation marching away out of 
this world; they showed their back or presented it with a pair of 
heels but nobody has seen it march out. This is what Tolkāppi- 
yar calls ‘‘Katu vālttu”.168 Hence the name “Mutu katu26 This 
is the Hall of His dance — “Kataranku’?;170 “Perwikataranku? An 
All His Hall of Dance is the beautiful grave yard.172 ‘Imam’ is 
another word which the poet uses along with "Puraikātu”, 
*Imappurankatu" 3 This is from the word ‘fm’ with the suffix 
‘am’. Tolkāppiyar gives the form 'Im'""! and Naccinarkkiniyar 
explains it there as the burning ground. 


The ghosts — the Pzy, the Paritam and Pütam — are said to 
crowd the burning ground. Their dance with the Lord had already 
been described in our description of Kapali form. We have 
referred to the serpent He holds.!”$ The serpents dance whilst He 
dances, especially the serpents on the cloth of the tiger skin.!? 
Rea's plate CIX, fig. 1 already noticed, represents the swinging 
of the. serpents from the waist in Siva’s dance. The burning ghat 
is the rendezvous of the fox and the wolf; it is their happy haunt.1”8 
The world stands there dazed at the serpent of the dance?” or it 
also dances according to the interpretation given by Rāmānanda 
yogi. The fox snatches a skull with its mouth; the wolf stands 
and hails; the ghosts of burning heads surround Him and He 
dances in the Dark forest.!9? 


(4) 


Next to the description of this dance as a dance of the burning 
ground, we have its description as a midnight dance or a dance 


167. Puram V., 356; Purap. V.M., V., 274. 
168. Tol., S., 1024. 

169. 7: 41: 1; 7: 42: 6. 

170. 7: 42: 6; 7: 55: 8; 7: 72: 7; 7: 98: 4. 


171. 7: 9: 8. 

172. 7: 92: 5. 

173. 7: 52: 9. 

174. Tol., S., 328. 
175. 7: 9: 8; 7: 10: 2. 
176. 7: 14: 8. 

177. 7: 89: 9. 
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179. 7: 10: 5. 

180. 7: 44: 4. 
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of darkness. If the burning ground is the place, midnight is the 
time. ‘Jr’ is the root of the word ‘Irul; Ira; Iravu. ‘Truman’ is the 
dark mud; *Irumai” is blackness; Jru? is darkness; ‘Ira’, ‘Travu’, 
‘Ir? mean the night which is the dark part of the day. ‘ir’ has 
the meaning wet and cool; does the meaning of night arise from 
this as being the cooler part of the day? ‘Elli’ is another word for 
the night of this dance! Tolkappiyar in his "Itatyiya gives 
the particle *E/ meaning brightness? and he uses the word in 
the phrase *Erpatu',*? where EP? means the Sun.* It means the 
day time. From this comes the meaning of *clearly and 
openly'356 But by the time of the Muttaraiyars of Nālatiyārs? of 
the age of Cintāmam,!88 and the age of Püntikkovai?? which may 
be all said to belong to the age of the Pallavas, this word has 
developed the meaning of night and darkness. How this revolu- 
tion in its meaning has been effected is not clear. In Malayalam 
the word ‘Ira’ has come to mean the day-break. Ina similar way 
this "EP might have been used for the sun-rise and then gradual- 
ly for the day-break, the last part of the night and the night itself. 
The word ‘Alukai’ becomes in Telugu ‘Eduka’. Itis not, therefore, 
impossible for the Tamil word ‘A? which means night to be pro- 


nounced as "ZV in these parts in contact with Telugu or the Nor- 
thern Dravidian dialect of those days. 


The other word used by Ārūrar is "KāņkuP. If ‘ul’ is left off 
as a formative, the form ‘kankw? remains. * Kankw is the name of 
a black millet where we have the meaning of blackness lurking. 


Note: ‘Ku’ itself may be another formative; and ‘kam’ also 
will remain. ‘Kammutal’ in colloquial language is to be dark, to 
be overcast. In this case, we must assume ' of ‘Kal’ has chang- 
ed into a nasal as ‘Kam’. The final nasal in Tamil words takes. 
the place of ‘/’, *» and ‘w’; we have ‘nalky? becoming ‘nanku; ‘ten? 


181. 7: 15: 2. 

182. Tol., S., 754. 

183. Tol., S., 954. 

184. See also Pattuppattu 1, 1., 74. 
185. Purattiņaiyiyal, S. 170. 

186. Gintāmaņi, V., 2959. 

187. V., 8. 

188. V., 1877. 

189. V., 277. 
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becoming ‘tém’ as in “ténkutam’; 
€ 


the *v' of ‘tev’ becomes the nasal 
With these remarks in mind one can study 
the word ‘Kahru’, a word for which the commentators on To/kāp- 
piyam give the meaning of darkness. In ‘K. 


ahrw we may think 
DAE ST ae ; 
of ‘kal’ as the root ending in */ which may change into ‘@yatam’ 
in the presence of the forma 


tive ‘tu’ which itself changes there 
into ‘ru’. Perhaps this is connected with the root ‘karu’, black. 


m” as in ,temmunai”. 


Our poet speaks of **Nalļiruļ nattam" — the dance of mid- 
night?! and of “Katu irul natam"1? — the dance of bitter dark- 
ness. He asks why this dance in the night — ‘Iravattw 193 * The 
| poet makes a confession that he steals (a sight of) the night dance 
or the “elliyil atal’” in the burning ground. The significance of 
this statement will appear when explaining the mystic meaning 
of the dance. Ārūrar addresses the Lord as the night dancer of 
the burning ground, carrying the never extinguished fire in the 
hand — “Kankurpuram kāttu ati? 19 2 


(5) 


| This dance of destruction is also a fire dance, a danceon the 
| burning funeral pyre. Most of the dances of the Bharati mode 
| represent the heroic feats of Siva. Kama was burnt and our poet 
| says, that burning away the lord of the shining arrows, by fire, 
| Siva danced in that fire.!%$ In the light of this description, one 
| can understand the other references to the fire dance as the dance 
| in the fire of destruction. There is the reference to His carrying 
| the fire!?? but this is not a dance in fire. “Dancing in the fire He 
preaches’’,198 says the poet. This may refer to His carrying the 
fire in His hand whilst dancing. In another place Ārūrar says: 
“He throws out the fire or He emits fire and stands and dances. "19? 


D 


190. Tol., 40. 
We. ye Whe S 
192. 7: 29: 3 
193. 7: 4: 6 
194. 7: 15: 2 
195. 7: 47: 2 
196. 7: 10: 1 
197. 7: 47: 2 
198. 7: 40: 8 
199. 7: 42: 7 
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This also may after all refer to the firein the hand. In describing | 
the fourth Tāndava as Bhujanga lalita, the Mayamata, we had al- d 
ready noted, speaks of the fire in the hand being blown into a 
blaze as a result of the poses of the dance; perhaps this is refeered 
to as ‘anal vict? 20 More definite references are however there in 
Ārūrar's poems about this dance of fire. ‘Why this dance in the | 
fire in the night in the graveyard?"?" — that is the question. 
«The sacred thread on the beautiful chest is thrown out along 


d with the eight arms in the act of the dance in fire"??? — sings the 

- poet. He calls the Lord ‘Eriyati? — ‘the dancer in the blazing 

P fire and * Tiyafiyar ^ the fire dancer. An image of this dance 

pote» is found in the Gwalior Museum.?% 1 
(6) 


The other dance of destruction is the white dance or the 
dance on the burning ground or the decaying dust of the grave- 
yard ashes called *Pantaramkam" already referred to.?9 ‘He, the 

ši dancer on the white dust’ — thus Ārūrar addresses the Lord.?%7 


The poet further says, "He sings and dances besmearing the burnt- 
out white ashes'.208 


*Kotukoti? dance also had been already referred to. The 

3 sculpture of Talasamsphētita dance of Kailāsanātha temple of 
ae Conjivaram, as described by Mr. Gopinatha Rao is really a re- 
> presentation of ‘Kofukotti dance’. Kotukotti is the fatal clapping on 
- the day of destruction according to Naccinārkkiniyar. Our poet 

: . sings of the Lord as the One who wears an anklet of heroism in 
the leg of destructive stamping — *'Kotukotti kálar??99a — ‘Kotu- 

i miju metveo dance of terrific stamping with the foot. 
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The wild dance has been described with reference to the 
swinging dance of the serpents.?? The sweep of the blazing 
faggot in the hand and the dance of the thrown out eight arms 
have also been referred to. In this dance the mat-lock is thrown 
out and it flows down??? and it whirls in eight different parts.?!* 
It is significant that whilst the Āgamas speak of the mat-lock get- 
ting divided into 5, 7, or 9 parts, i.e., of odd numbers and Appar 
speaks of 9 in the 9th verse of the “Vitam tīrtta” hymn, our poet 
speaks of the even number eight, emphasizing the symmetry and 
harmony. The Āgamic rules have not yet crystallized. “The 
resounding heroic golden anklet roars, the serpents dance; He 
dances moving"??? — thus the poet sings of this whirling wild 
dance. This dance is accompanied by music — song — and tāla 
or drum.2? The importance of ‘kutapa’ has already been mention- 
ed. Mula or mrdaigam is, as Sir C. V. Raman has pointed out, 
nota non-musical noisy band. It is India's greatness that it is a 
musically tuned instrument. The lovesick maiden asks the Lord, 
“Are you an expert in dance and song?" It is a Tamil song 
He sings and she asks, “Are you capable of singing the classic 
Tamil tunes — "Centamil-t tiram valliro??95 The “‘vari-p pāttu” or 
musical songs are sung to the tune of the stringed instrument as 
mentioned in one verse.246 ‘Mula’ is mentioned. This is played 
on by one of the Asuras of Tripuram.™ Other musical instruments 
are also referred to: '"Kotukotti”” is a drum carried along with the 
"Vēņā.218 'Patampakkam” is another drum.??? * Kallavatam" is a 
drum carried by the worshippers.2° '*Damarukam" is the utukkat 
in His hand.?2 


209. 7: 39: 9 
210. 7:9: 8 

PAU, 72 NOE 7 
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214. 7: 36: 7 
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(8) 


In all these dances, the Mother stands on the left. She, re- 
presenting Siva’s Grace, inspires the Dance — a dance born of 
love for Her and pity for the souls to be redeemed. All art is so 
inspired by these great sentiments. The poet sings, ‘So that she 
may enjoy — the lady of the white jasmine teeth — the damsel 
of the never deserting but ever growing fame, Sankara» the Creator 
of bliss, stands in the middle of the burning ground and dances’.222 
«With the charred burning ground as the hall of dance, you per- 
form the unique dance for the fawn-eyed to enjoy, whilst the 
mula or the drum of gems is played upon by one of the three 
asuras of Tripura after the other two had been sent away to guard 
your gateway'.?9 ‘Oh! Thou Beautiful who dances to be seen by 
Umi of the creeper waist”?24 The poet speaks of the harmony 
here — never disturbed by the leg movement or ‘Cati’ going out 
of time. Does this refer to the Mother keeping time as mention- 
ed in Kalittokai? Sometimes He dances with har as already point- 
ed out in Kallātam. "Along with the damsel of the thread-like 
subtle waist, why do you dance in the graveyard so wild and fast, 
that the ring bedecked ears dash against each other?’225 — that is 
a question raised by our poet. "The great Lord who practises the 
dances along with the damsel of the beautiful bosom',?26 — thus 
sings the poet. In one place the poet sings of Siva coming as the 
Lord of the Mother and Visnu and the bull and dancing on the 


left.” Does this refer to the dance of the Mother, or, does it 
refer to the dance in the ‘itam which simply means the place and 
here ‘Vennainallir’? 

It has already been pointed out that in S 
Mother stands on the left and that it is a da 
sepecifically mentions tanti? 
dance.?5 "The other reféren 
and Uma Tandavas as well, e 


andhyā Tandava, the 
nce of peace. Ārūrar 
which is the Sandhi of the Sandhyā 
ces to the Mother may refer to Gauri 
xcept in these places which specifically 
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mention the burning ground where the wild dance of destruction 
„takes place. 


(9) 

The tournament of dance with Kali is also referred to by our 
poet. Kali is the terrific aspect of Sakti. Mother worship is found 
all the world over especially in the Primitive South India as 
Mr. Ehrenfels points out. We have in the Tamil land the Goddess 
of the Desert and Forest: Katukilal, the goddess of Victory, wor- 
shipped by heroes, Korravai and the most ancient Goddess, Palai- 
yol. There is also the Goddess of the Vindhyas. There is the 
Nili of Palaiyanür. For killing many asuras many forms of Kali,— 
Durga, Candi, etc., are being spoken of by the Puranas and tradi- 
tion. The Sapta mātrah or the seven virgins or Mothers came to be 
very popular in the age of the Pallavas. Mahisāsura mardani, the 
victor over the Buffalo-asura had captivated the imagination of the 
Pallava kings and the sculptures of Mahābalipuram and Kailāsa- 
nātha temple are rightly famous for the beautiful representations 
of this form. All these stories have been attempted to be harmo- 
nized, and Tirumurukārrupbatai makes some of these, the forms 
of one great Mother of Muruka who Himselfis spoken of as the 
leader of the heavenly warriors.? The Dance of this Mother 
aspect is referred to in Cilappatikaram— Vēttuva vari. This concep- 
tion is even now popular in Bengal. 


In the Vēttuva vari of Cilappatikaram, we see one of the 
hunter women adorns herself in the form Korravai and dances, 
possessed by the deity whilst the hunters perform the worship. 
All the adornments of Siva as already pointed out, she wears: 
the shawl of the elephant skin, the garment of lion’s and tiger’s 
skins, the serpents, the crescent moon, the eye in the forehead, the 
blue neck shining with the swallowed poison. She is spoken of as 
the lady, who with the bow of the mountain and the bow-string of 
the serpent won the victory of the Tripuras. The Ardhanáris- 
vara form also is suggested; for it is said that the anklets and 
heroic ring resound in her feet. She is made a Védic goddess and 
she is the secret of the Vēdas (Maraimél maraiyāki). She is the 
sprout of Jaana. She resides on the lotus flower of the hearts of 
the three great gods. She is spoken of as the better half of Siva. 


229. 1l., 257-260. 
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: The feats of Visņu also are attributed to her. She carries the 


Sankha and Cakra; she destroys the ‘maruta’ tree and the Sakata - 


and conquers all the tricks of Kamsa. She rides on the deer and 


^ on the lion—in origin they were two different persons— and she 
> stands victoriously on the head of the buffalo demon. Thus even 
v in Cilappatikaram, we see an attempt at unifying varied folk-lores 


describing varied forms of the mother worship and at harmonizing 
as a Saiva-Vaisnava Vēdic cult. The Sakta worship must have 
gained a prominent place and Takkayakapparani of Ottaküttar is 
its glorious bloom. 


There are two trends found in the Saivites’ attempt at harmo- 
nizing Kalis cult as theirs. One is making her Siva’s consort 
identifying her with their conception of the Mother, the very form 
of Siva’s Grace. The other trend is to look upon some of these 
representations of Kali as variations of minor deities to be con- 
quered and brought to her senses by Siva in the tournament of 
An dance. Perhaps this represents an aggressive form of Saivism 
declaring its victory over Saktéyas or the followers of Sakti cult. 
Even here, those who want to harmonize, speak of Kali marrying 

<a the victor after her defeat, or speak of Kali as an emanation of 
Parvati or the Mother. 


(10) 


Ārūrar refers to both these trends. We had occasion to notice 
the humorous way in which Ārūrar sings of residing with Kafu- 
kal, on the beach at ‘Koti’ or the point Calimer, because He had 
no other place in His own body which was already being shared by 
Ganga and Pārvatī.** While singing at Tirunāvalūr,* our poet 
thinks of this story and speaks of the Lord enjoying ‘Moti’ or ‘Kali’ 
at Katarkofi. The phrase ‘Katukal’ is the corruption of the form 
... *Kaütukila the queen of the forest. ‘Moti’ is another word used by 

oO et and it comes from ‘mõju which is used in the Carikam age 
ignify the belly. Later on, it assumed gradually the Sgal 
ance itness, largeness, greatness and high position. Perhaps 
f the amay PaA which, as referred to in Tirumuru- 
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called Mot?) to start with. But later on, the meaning of emin- 
ence must have gradually supplanted the old meaning and em- 
phasized the mighty personality and the Absolute eminence of 
Sakti. 

The other legend of conquering Kali and putting her pride 
down is also referred to by our poet. It is this which is specifi- 
cally remembered when the name of Kālī is pronounced whilst 
the other forms are identified with the Mother. Kali there repre- 
sents the power of destruction and naturally she is spoken of as 
coming with bubbling anger. Māņikkavācakar says that, if the 
Lord has not danced to put her down, the whole universe would 
have become prey to the bloody revolutionary force — say, like 
that of the atom in the atomic bomb.?* It is the dance of sheer 
force, a dance of matter. Purusa or Purusóttama, the power of 
‘Cit? conquers this and dances over it. The conception of con- 
quering nature is now something peculiarly western, though the 
purünas preach of this dance as the conquest by Siva. But Ārūrar 
refers to a significant legend of the east which looks upon nature 
as the very form of the Mother and, therefore, speaks of this 
dance not as a dance of conquest but as a dance of pacification. 
The presence of the Lord's dance quietens the sheer dance of 
maddening matter — a sublimation and deification of matter. 
Therefore, Ārūrar addressed the Lord, ‘“‘Kotiyinal varu kalitan 
kopam kuraiya ātiya küttutaiyane" 9^ *Oh! Lord of the dance per- 
formed to pacify the anger of Kali who came bubbling with 
rage'. 

VI 
(1) 

Arürar speaks of the idea expressed by the Dance.?36 
Dr. Ananda Coomaraswami's Essay on the Dance of Siva has 
become a classic and the essay may be studied with reference to 
the remarks of Ārūrar. The learned Dr. writes there: “No doubt 
the root idea behind all these dances is more or less one and the 
same, the manifestation of primal rhythmic energy: Siva is the 
Eros Protogonos of Lucian, when he wrote: It would seem that 
dancing came into being at the beginning of all things, and was 
brought to light together with Eros, that ancient one, for we see 

234. Tiruvacakam — Tiruccalal, V., 14. 
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this primeval dancing clearly set forth in the choral dance of the 
constellations and in the planets and fixed stars, their inter weav- 
ing and interchange and orderly harmony”. 


The learned Doctor continues to refer to three dances: the 
sandhyā tāņģava, Tillai dance and the wild dance. About this last 
dance which we have been studying in Ārūrar, he writes: “The 
second well known dance of Siva is called the Taudava and be- 
longs to His tūmasic aspect as Bhairava or Virabhadra. It is per- 
formed in cemetaries and burning grounds, where Siva usually in 
ten armed form, dances wildly with Dēvī, accompanied by troops 
of capering imps. Representations of this dance are common 
amongst ancient sculptures, as at Ellora, Elephanta and also at 
Bhuvanéévara. This Tándava dance is in origin that of a pre-aryan 
divinity, half god, half demon, who holds his midnight revels in 
the burning ground. In later times, this dance in the cremation 
ground, sometimes of Siva, sometimes of Dēvī, is interpreted in 
Šaiva and Sakta literature in most touching and profound sense." 


| (2) 

It is very unfortunate that, in spite of the realization of this 
| profound sense, he should call this the Tāmasic Dance. It is this 
which has to be called the real Nadinta Dance which name he 
reserves for the Tillai Dance. The Pañcakrtya Natana cannot be 
the Nādānta Dance. But after all the story of Tillai Dance is a 
repetition of the Dance performed when the Daruka Rsis hurled 
death, as it were, on Siva. The connection bntween the Kapāli 
form, the Bhiksatana form and the Nataraja form, whichever might 
have been the origin of these stories, have been transformed from 
tāmasic (dance) to Cidambara dance. The same thing has hap- 


pened to the Tāmastc frantic and violent dance of the crema- 
torium. 


Dr. Ananda Coomaraswami knows the significance of this 


ce but a sword. The place where 


es th BoA ke og | 
sti ice Or state where their * 
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torium, the burning ground where Sri Nātarāja dances, and 
whence He is named *'Cutalaiyit?, — ‘Dancer of the burning 
ground’, [n this smile, we recognize the historical connection 
between Siva’s gracious dance as Nataraja and His wild dance as 
the demon of the cemetery”. 


He continues and refers to the Dance of the Mother current 
amongst the Saktas of Bengal. The Dance of the Mother is not 
unknown to the Tamil land. Cilappatikaram describes itin Vétfuva 
vari. He quotes the Bengali hymn which speaks of the necessity 
for the purification by the fire of the heart made empty by re- 
nunciation, if Kali, the Danseuse, were to enter the heart. 


“Because Thou lovest the Burning- ground, 
I have made a Burning-ground of my heart — 
That Thou, Dark one, haunter of the Burning-ground 
Mayest dance Thy eternal dance”. 


* Naught else is within my heart, A Mother: 
The ashes of the dead, strewn all about, 
I have preserved against Thy coming 
With death conquering Mahakala ‘neath Thy feet 
Do Thou enter in, dancing Thy rhythmic dance, 
That I may behold Thee with closed eyes.” 


(3) 


Thus is the Dance of Destruction; the dance of Heart’s puri- 
fication, What is the crematorium? Ārūrar explains it: Of the 
five elements, the Akasa is the empty space; water and earth—the 
liquid and the solid—form this world. Fire—the luminous melt- 
ing stage and air the gaseous stage are the other two. Destruction 
starts; there is really the involution — the gross becoming the 
subtle. The solid world of earth and water disappears into the 
luminous fire and in its turn it disappears into thin air; in the end 
even this disappears as vacant space OT Ākās. It is the void which 
is spoken of as the crematorium. *€ Marutamum analum mantalamum 
maya kānitai mà naian en reytuvatu enrukolē”?:*%7 — ‘When am I to 
reach Him who dances the great dance inside the wild, when the 
air, the fire and the world are dead’? The poet longs for this ex- 
perience. This is really the Nadanta Dance. The universe evol- 
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This is Dr. Coomaraswami's translation and he continues to | 


comment thereon. 


4 

4 

ki «This is His dance. Its deepest significance is felt when it is | 
šu realized that it takes place within the heart and the self: the 
- kingdom of God is within. Everywhere is God: that Everywhere 
y is the heart. Thus also we find another verse: 


e “The dancing foot, the sound of the tinkling bells, | 
? - The songs that are sung and the varying steps 

| The forms assumed by our Dancing Gurupara — 

ic Find out these within yourself, then shall your fetters fall 
away’? i 


This reminds us of Arürar's verse where he speaks of the 
song, the dance and the Guru. | 


“To this end”, the Doctor continues, ‘‘all else but the 
thought of God must be cast out of the heart, that He alone may 
abide and dance therein. In Unmaivilakkam we find. “The silent | 
Jnanis destroying the three fold bond are established where their 
selves are destroyed. There they behold the sacred and are filled 
with bliss. This is the dance of the Lord of the assembly, whose 
very form is Grace”.25? 


“With this reference to the ‘silent $fiūānis compare the 
beautiful words of Tirumilar: 


«When resting there they (the yogis who attain the highest 
place of peace) lose themselves and become idle*?.253 
“Where the idlers dwell is the pure space 
Where the idlers sport is the Light 
What the idlers know is Vedanta 
alinabiciuenadters finds the deep sleep in Curuti there" .25% 


um speaks in the Siddha language of idlers, 
ystic language of erotic love. 


ee 


vine activity as Dance. Dr. 
“The conception of Lila, the 
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world process as the Lord’s sport or amusement, is also prominent 
in the Saiva scriptures; thus Tirumülar writes: “The perpetual 
Dance becomes His play. This aspect of His activity appears to 
have given rise to the objection that He dances as do those who 
seek to please the eyes of mortals; to which the answer is given 
that He dances to maintain the life of the cosmos and to give re- 
lease to those who seek Him”. Ārūrar calls this ‘Atal’, How else 
are we to conceive of this conception of Absolute Bliss except in 
terms of this concrete Dance, saving us all! 


The later day works speak of Nataraja as representing the 
Paiicaksara or Namašivāya and the Paficakytya. No such reference 
is found in Ārūrar's verse. But the mantras are as old as the 
Vēdas. ‘He discards the flesh. He is the very life permeating 
the world. He stands in the form of Omkāra or Pranava” — thus 
the poet has realized the Lord at Valivalam.? 


(5) 

There is the story of the Lord competing in dance with the 
blood intoxicated Kali. Māņikkavācakar says that she would have 
swallowed everything — everything would have become a feast 
for her, if the Lord had not danced and put her down. Kālī, 
here, is not Uma, the Mother. It is the principle opposing the 
spirit; it is matter. Matter is spiritualized — that is the story of 
Kali dance — the Urdhva Tandava — the going up rather than gett- 
ing entangled in the mire. Kali is not destroyed; her anger is 
appeased — that is what Ārūrar says. This suggests, the anger is 
transformed into love. This mystic signiflcance also Dr. Coomara- 
swamy explains in his inimitable way. 


“The Tiru Arutpayan of Umapatisivam??" explains the Tiru- 
vāci, arch round the image of the Dance, more naturally as re- 
presenting the dance of Nature, as contrasted with Siva’s dance 
of wisdom. “The dance of matter (Prakrti) proceeds on one side: 
the jūāna dances on the other. Fix your mind in the centre of 
the latter”. Iam indebted to Mr. Nallasivan Pillai for a com- 
mentary on this: “The first dance is the action of matter — 
material and individual energy. This is arch, tiruvāci, omkara, — 


255. 7: 67: 1. 
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257. Ch. IX., 3. 
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the dance of Kālī. The other is the Dance of Siva — the aksara 
inseparable from the Omkara — called ardhamātra or the fourth 
letter of the Pranava, caturtam and turiyam. The first dance is not 
possible unless Siva wills it and dances Himself. The general 
result of this interpretation of the arch, then, is that it represents 
matter, nature, prakrti; — the contained splendour, Siva, dancing 
within and touching the arch with head, hands and feet, is the 
universal omnipresent Purusa”. 


Ārūrar also speaks of discarding the flesh or matter and sub- 
limating the Omkara itself as His form all over the world.*** 


The learned Doctor summarizes the whole interpretation: 
“The Essential Significance of Siva’s Dance is three fold: First, it 
is the image of His Rhythmic Activity as the Source of all Move- 
ment within the Cosmos, which is represented by the Arch: 
Secondly, the purpose of His Dance is to Release the Countless 
souls of men from the Snare of Illusion: Thirdly the Place of 


the Dance, Cidambaram, the centre of the Universe, is within the 
Heart”. 


(6) 


His epilogue may serve as an epilogue to this part of the 
thesis: 


“In these notes I expressly refrain from all aesthetic criti- 
cism and have endeavoured only to translate the central thought 
of the conception of Siva’s dance from plastic to verbal expres- 
sion, without reference to the beauty or imperfection of individual 
works. In conclusion, it may not be out of place to call attention 
to the grandeur of this conception itself as a synthesis of science, 
religion and art. How amazing the range of thought and sym- 


pathy of those rsis — artists, who first conceived such a type as 
this, affording an image of reality, a key to the complex tissue of 
life, a theory of nature, not merely satisfactory to a single clique 


or race, nor acceptable to the thinkers of one century only, but 
universal in its appeal to the Philosopher, the Bhakta and the 
artist of all ages and all countries. In these days of SEE izadien 
we are not accustomed to such a synthesis of thought: wi ff B 
those who ‘saw’ such images as this, there could D ee. i 
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division of life and thought into water-tight compartments. Nor, 
do we always realize, when we criticize the merits of individual 
works, the full extent of the creative power which, to borrow a 
musical analogy, could discover a rāga so expressive of funda- 
mental rhythms and so profoundly significant and inevitable. 


“Every part of such an image as this is directly expressive, 
not of any mere superstition or dogma, but of evident facts. No 
artist of today, however great, could more exactly or more wisely 
create an image of that Energy which science must postulate 
behind all phenomena. If we would reconcile Time with Eter- 
nity, we can scarcely do so otherwise than by the conception of 
alternations of phase extending ever vast regions of space and 
great tracts of time.» *Especially significant, then, isthe phase 
alternation implied by the drum, and the fire which ‘changes’ not 
destroys. These are but visual symbols of the theory of the day 
and night of Brahma. 


*In the night of Brahma, Nature is inert, and cannot dance 
till Siva wills it. He rises from His rapture, and dancing sends 
through inert matter pulsing waves of awakening sound, and lo! 
matter also dances, appearing as a glory round about Him. Danc- 


ing, Hesustains its manifold phenomena. In the fullness of time, 


still dancing, He destroys all forms and names by fire and gives 
new rest. This is poetry: but none the less, the truest science. 


“Again, this Natarāja is not only Truth, but Love: for the 
purpose of His Dance is Grace, the giving of freedom to countless 
individual souls. Lastly, also, how supremely great in power and 
grace this dancing image must appear to all those who as artists 


have striven in plastic forms to give expression to their intuition 
of Life! 


“Tt is not strange that the figure of Natarāja has commanded 
the adoration of so many generations past. we, familiar with all 
scepticisms, expert in tracing all beliefs to primitive superstitions, 
explorers of the infinitely great and infinitely small, are worship- 
pers of Sri Nataraja still”. 


259. Oliver Lodge, Hibbert Journal, Vol. X, No. 2, 1911. 
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CHAPTER IV 


COSMOGONY 


I 
(1) 


Our poet has no occasion to describe any cosmogony, but 
here and there, there are passing references which we may piece 
together here. 


Yamaloka: 


Yamaloka in the popular mind is somehow connected with 
hell, and, therefore, a study of the references to Yama is neces- 
sary. Our poet refers to Yama in various places. In one group of 
references, the poet speaks of Siva’s conquest of Yama. These 
references we have discussed whilst describing the Xālāri form. 
In other places, he refers to Yama, whenever he has to speak of 
fear of death. In one hymo,! he speaks of the ephemeral world 
and begs of the Lord to teach him some method of escape. In 
one verse, there,? he speaks of the fear of death: “The five senses 
become confused, the mind reaches a pathetically weak state, 
everything seems to whirl. "The men of Yama with their fighting 
spears press hard and make one suffer. In that struggle of death 
before one gets tired and is immersed in oblivion, on Lord, tell me 
of a way of escape."* In the 60th hymn, he begs of the Lord to 
bless him by showing him way out of his difficulties. In another 
place he speaks of death, Yama as the Lord of the days or life:* 
Before the Lord of days comes near and oppresses me, I have 
taken refuge in you as your servant, pray accept me as such". 


In one verse, he condemns himself in superlative terms: “I 
cannot purge myself of my defects, my enmity, etc., and my im- 
pulsive cupidity and anger. Even if I want it, the five senses are 
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not under my control. When the trembling old age comes, Yama’s 
men will be placing me inside the hell; afraid of that I am feeling 
miserable. I have come to you; tell me a way of escape". 


“Kotukka kirrilēn oņporuļ tannaik kuttam ceram ivaimuta laka 
Vitukka kirrilēn vētkaiyum cinamum véntil aimpulan envaca malla 
Natukkam urrator mūppuvan teyta namanta marnara kattital añci 


Itukkan urranan upvakai aruļāy Itaima ruturai entaipi rānē. "^9 


In another grop of references the poet refers to this fear of 
death and advises people to think of the Lord to escape from the 
delusion of the world by doing Dharma and thinking of God: “You 
carry this burden of a body and wander alone. You do not know 
that the fox will one day tear this way. On that day, when the 
Lord of Death separating the body from life, takes the life away 
on the appointed day which is announced to all by the crying 
lamentations, but there is Dharma to save us.”7 


In another verse in this hymn, he begs of the people of the 
world not to fall into the net spread out by captivating women 


and advises them to be saved by approaching the Lord and. 


becoming His servants, before the coming of Yama’s men who run 
on the heels on the appointed day.* All these form a positive 
statement about the fear of death to all those who are away from 
the Lord. He negatives this fear to those who are with the Lord 


and assures the world that Yama’s men will do no harm to those 


who think of the Lord in many ways — “Nana vitam ninaivār 
X) 


tamai naliyar naman tamaré.’ 

In a separate hymn, the poet describes the horrors of Yama- 
loka. We are reminded, when we are reading this hymn, of 
Garudapurana, but a detailed study of this hymn confirms us in the 
belief that he is after all giving expression in these verses to the 
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folk-lore about Yamalēka obtaining in Tamil land. The general 
trend of the hymn is that we have obtained the Lord for ourselves 
and there is no longer any fear of Yamaloka, for there is the Lord 
to save us. The hymn is addressed to his mind: "Oh! Mind! 
when you go on living in this world without serving Him, Yama’s 
men will put an end to the even flow of your life, tease you and 
place you inside the oil-mill to crush you there; the Lord will 
intercede and accept us as His servants; we have in this our Lord 
of Puliyūr a great boon"!! — thus sings the poet. The idea is 
repeated in the second and following verses also, this idea of the 
Lord saving us from the punishment in the oil-mill. In the fourth 
verse in this hymn, he speaks of the servants of black Yama, bind- 
ing us together and the Lord cutting away this kind of fetters and 
bestowing on us His own world. The idea of the oil-mill is men- 
tioned in verses 1, 2, 3, 5, 8, 9 and 10. In this hymn, the poet 
emphasizes the idea that people who love the Lord will be saved. 


(2) 
Narakam: 


In connection with Yamaloka, our poet speaks of *Ņarakam” 
or hell.!? This represents the folk-lore of Tamil land. He speaks 
of not entering ‘naraka’.18 He refers to the hot narakam and des- 
cribes the Lord as one who shows the true path so that we may 
not be pressed down into the hot or cruel Naraka.14 It is not clear 
whether the poet is referring to the fire of hell: The word ‘vemmav’ 
suggests that, but the word *aluntámai' — ‘not getting stuck up’, 
may suggest the mire of hell — “Al/arpattu aluntatu’’?.15 Accord- 
to Pinkalantai, ‘akal’ is the name of one of the seven hells. This 
is the same as ‘alaru’ so often spoken of by Tiruvaļļuvar”.!6 In 
another place also,” our poet begs of the Lord to remove the 
defects so that one may not get stuck up with life into ‘naraka’. 
The use of word ‘alunta’ in all these cases makes it clear that 


— —Ů 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


COSMOGONY 503 


(3) 
Heavens: 

Coming to his conceptions of Heavens, we have to distinguish 
the world of the Dēvas from the Mēksa state. Sometimes the Moksa 
state is also spoken of as a world as ‘Nilamicai? in Tiruvaļļuvar.!s 
Certain philosophies believing in a personal god think of His 
abode as the place of the freed souls. The references to Siva- 
lēkam? and Rudralokam,?° **Arumaiyām tannulakam”,® have to be 
separately discussed after a consideration of Ārūrar's conception 
of Moksa. This Moksa is often spoken of as the Heavens: “Vana 
natu? ,22 “Vana neri? The freed souls are the real immortals and 
the Vaisnavite commentators on Tiruvdymoli, therefore, interpret 
the word ‘Amarar’ as those freed souls or free souls,?* and the word 
« Amarulakam" in the 34th hymn of Ārūrar,? is equated with Siva- 
lokam in verse 1. Therefore, this ‘Amarulakam’ must be taken as 
the place of Moksa. The “Vana neri" is spoken of as a ‘Siva gati". 
These ‘amarar’ as contrasted with the ordinary Dēvas are spoken 
of as *Amarark kamarar”.25* But Siva is the Lord of the Dévas and 
their Heavens: "Tevatēvan””,2% ‘“Umparal”,?” ‘‘Vinnavartam Peru- 
man? 28 “Vin paņintēttum vētiyā”” ,29 * Viņņavartam kūw”,39 ““Umparar 
tolutēttum tatankatal naficunta kaņtā” 93. “Umparar tolutētta”.2 He is 
the Lord of the Devas and the freed souls: ‘‘Amarark kamarar Peru- 
man’’.33 He speaks of the Universe as ‘Antam in the form of an 
egg, and He is the Lord of this Universe—‘Antam’ —‘Antaw’ ,34 
‘Anta’ 35 ** Anta-mutalvan*9 but He is also beyond this Universe— 


18. Kural, V. 3. 
19. 7: 34: 1; 7: 60: 8; 7: 67: 7. 
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21. 7: 90: 4. 

27. Us s Gg Te We €. 
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24. See commentary on verse ] on Tiruvaymoli—''Ayarvarum amararka]"'. 


25. VV.2,3,4, 6, 9 & 10. 


25a. 7: 3: 8. 
26. 7: 61: 6. 
27. 7: 55: 10. 
28. 7: 38: 3. 
29. 7: 69: 3. 
30, 7: 40: 6. 
31. 7: 69: 8. 
327-1885 
ak 8 Be Gh 
34. 7: 73: 8; 7: 84: 8 
35. 7: 3: 8. 
36. 7: 94: 2. 
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« Antankatantum appurattum iruntīr>,37 *Antattantattin. appurattu atum 
amutan? 39 * Imma??? is this birth. *Ammai*9 is the next birth and 
he uses the word ‘Ammai’ as what we achieve in the next birth or 
the place we reach. He speaks of the seven worlds and describes 
Siva as the Lord thereof—“Elulakali’”.“1 He also speaks of the 
Heavens of the Dēvas up above the sky—'* Antara mal vicumpu”” ,? 
asa happy place of gold as contrasted with our earth—“ Ponmu- 
laku”,43 **Ponnulakam? ^^ It is in the skies—*Vāx'.*5 It is what is 
above, "Umpar';1% sometimes the vimána of the temples here des- 
cend from the Heavens above.*" 


II 


(1) 


We have mentioned that our poet has no occasion to des- 
cribe any cosmogony. We have already seen that he is referring 
to the Purānic stories trying as much as possible to bring out their 
spiritual significance It is in that connection that he is referring 
to the various Dēvas. Šiva is the supreme principle of the Uni- 
verse and our poet uses the purünic language of describing Siva as 
the Lord of all Dévas. Our poet is not concerned with anything 
more than this. He calls Siva, '*Vinnor talaivar'”;48 **Imaiyēr peru- 
mān”;49 * Dēvarkaļ cülàmani" 9? * Dēvar cinkam”51—the Lord of the 
denizens of Heavens, Lord of those who do not wink, the crest 
jewel of the Dēvas ond the Lion of the Devas. 


36. 7: 94: 2 
ws 7h 22 2s 
309877:019:827 
99. 7: 7: 6. 
40. 7: 7: 6. 
4l. 7: 83: 6 
49. 7: 100: 3 
43. 7: 66: 5. 
44. 7: 100: 5 
45. 7: 100: 2 
46. 7: 55: 10; 7: 69: 8; 7: 88: 1. 
41. 7: 88: 2. 
48. 7: 53: 2. 
49. 7: 22: 8. 
50. 7: 40: 5. 
5199 7:152 :51s 
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Among the Dēvas, three are said to be supreme: Viz., 
Brahma, Visnu and Rudra, representing the Power of Creation, 
the Power of Protection or Sustenance, and the Power of Destruc- 
tion. These represent the Hindu Trinity. But in course of time, 
Brahma loses this unique place in the hearts of men. Siva and 
Visnu alone come to be worshipped in special temples and in the 
popular mind they are looked upon as the two great principles 
of the Universe. Each one of them is looked upon by their res- 
pective votaries to represent all the three powers of Creation, 
Sustenance and Destruction. The Trimürti form gave place to the 
Hari-Hara form. But the Saivites claim Siva to be the Supreme 
Principles while the Vaisnavites claim Visnu as such. It is the 
historical progress of this conception that Ārūrar is singing, when 
he speaks of Siva as the Lord of three eyes, who is Himself the 
three great Dévas and the two great Dévas — ** Muvarena iruavarena 
mukkanutai mūrti”.5? In another place he states, *He is alone the 
chief or the first Principle, Himself becoming the three great 
Dēvas and the two great Dévas — ** Müvarüyum iruvará yum mutalvan 
avanné yam? .9? 


To express the supremacy of Siva, the Sivapuranas describe 
ina most concrete way the worship of Siva by Brahma and Visnu. 
We have already referred to this kind of worship. 


(2) 


In the Cankam age, Indra who is very important in the Vēdas, 
also continues to be important. He is counted along with the 
great Dēvas mentioned above. In Tirumurukārruppatai, he is men- 
tioned along with Šiva and Visņu when they march for getting 
the release of Brahma. It may be suggested that ‘Nar perunteivam" 
mentioned in Tirumurukürruppatai** refers to the four great Devas 
though interpreted otherwise by Naccinarkkiniyar. Of these four, 
three led the procession of Dēvas, because the fourth (Brahma) 
was in prison and it is these three that the poet refers to as **Palar 
pukal mitwar’’ °° 


52. 7: 80: 9. 
sey ne ge da 
54. l., 160. 


55. Siva, Vigņu and Indra. 
56. Tirrmurukārruppatai, l., 162. 


T. 64 
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Our poet speaks of the tiger, worshipping Siva without any 
delusion, along with Jyakkar Kinnarar, Yama, Varuna, etc.”* "This 
is said to refer to Vyagrapáda worshipping Šivas dance at Cidam- 
baram. 


He also specifically mentions Yama, Varuna, the Lord of Fire, 
the Lord of Wind, the Sun and the Moon worshipping Siva. The 
Nakam mentioned in this poem,” should refer to Patafijali and 
probably also to Vāsuki, Ananta and Karkkotan. 


Arürar speaks of Iyakkar or Yaksas Kinnaras, Yama, Varuņa, 
Fire, Wind, Sun, Moon, tiger, monkey, serpent, Vasus, Vānavar 
and Tānavar worshipping the feet of the Lord ever concentrated 
on Him without any fatigue and winning His blessing,” and this, 
the poet says has inspired him to take refuge at the feet of the 


Lord. 


In another place, he groups the three great Lords in one 
class, the Devas, the Nagas and the Danavas in another class and 
describes Siva as the great Lord of all — **Tirumāl Piramay 
Intiratkum Tēvar Nākar Tānavarkkum Peruman’?.7" 


Cātupottar, Kinnaras, the tiger, the serpent, the lion and the 
Rsis listen to the message of Dharma delivered by the Lord as 
Daksiņāmūrti under the banyan tree? The Katupottar is found in 


this? and the inscription of Rajaraja, describing the image of 


Daksiņāmūrti installed by him in his great Tanjore temple speaks 
of ‘Karna Pravrtas’.®° The foot-note there gives: *Karnaprávrta is 
the same as Karņaprāvaraņa, a being whose ears arc so large that 
it uses them as a cloak". Karņaprāvaraņas are mentioned in the 
Valmika Ramayana. This word appears in the Kiskinda kanda,®+ 
as the name of a savage hill-tribe described by Sugriva whilst as 


ing the vanaras in search of Sita and in the Sundara Kanda,® as 


74. 7:55:6 
75. 7: 55: 7 
76. 7: 55: 6 
77. 7: 53: 1 
78. 7: 65: 6. 
79. 7: 65: 6. 
80. S.LI., Vol. II, No. 50 
81. XL: 25. 


x 82. XVIII: 5 
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the description of some of the Raksasis guarding Sita in the Asoka 
vana, as seen by Hanuman from a tree. But this name is used by 
our poet to the worshippers concentrated in their meditation, 
taking the word in its yoga significance or in its full connotation. 
They are said to have ears which they can close whenever they 
worship**—or those whose ears are so large that they use them as 
a covering of the head.8* Ārūrar speaks of ‘‘Portta nil ceviyalar 
Āntaņar” who receive the message from Daksinàmürti.5 The 
description of the Daksiņamūrti image installed by Rajaraja may 
be conveniently referred at this place for throwing light on the 
conception of this image.* 


«]. Hail! Prosperity! (The following) copper images, which 
the lord Sri-Rajarajadéva had set up until the 29th year (of his 
reign) in the temple of the lord Sri Rājarājēšvara, were measured 
by the cubit measure (preserved) in the temple of the lord and 
engraved on stone: 


9. One solid image of Daksinámürti, having four divine arms 
and measuring eighteen viral in height from the mountain ( par- 
vata) on which (it) was seated, to the hair. 


3. One mountain on which this (image) was seated, (mea- 
suring as its foot one muram and ten viral in length, one muram 
and four viral in breadth, and twelve viral in height. 


4. Two mountain peaks (sikhara), (measuring) twelve viral 
above it in height, nine viral in length, and eight viral in breadth. 


5. Two solid Kinnaras, joined to these peaks, having two 
arms (and measuring) four viral in height from the feet to the 
hair. 


6. Two solid Kinnarīs, having two arms (and measuring) 
three viral and a half in height from the feet to the hair. 


7. One solid image of Musalagan, lying under the sacred 
foot of the god, having two arms (and measuring) ten viral in 
length from the feet to the hair. 


83. See the interpretation of Govindaraja on Kigkinda kanda (XL: 25) ‘accha- 
tita karnah’’ which is expressed by our poet as ‘Portta ni] ceviyalar'. 

84. See the interpretation of Govindaraja on Sundarakāņdam (XVII: 5) 
*Karnau pravarane Sirasa acchadakau yasyah sā karna pravaratam.’ 

85. 7: 55: 7. 

86. S.I.I., Vol. II, No. 50. 
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8. Two solid Rishis, having two arms (and measuring) 
twelve viral in height from their seat to the hair. 


9. Two solid Rishis, having two arms (and measuring) 
eight viral in height from their seat to the hair. 


10. One solid snake ( pūmbu), (measuring) six viral in height 
from the tail to the hood. 


ll. Two solid Karnaprávritas, having two arms (and measu- 
ring) three viral in height from their seat to the hair. 


12. One solid tiger (puli) lying on the mountain (and 
measuring) five viral and a half in length from the tail to the 
forelock. 


13. One solid banyan-tree (ēla-vriksha), measuring one 
muram, eight viral and a half in length from the mountain to the 
top, and six viral and six torai in circumference. On (it) were 
shewn nine separately made large branches, and on these, forty- 
two minor branches. 


14. One wallet (pokkaņam), suspended (from the tree and 
measuring) three viral and four tērai in length, one viral and two 
torai in breadth, and four tērai in thickness. 


15. A solid handle (kai), (measuring) six viral and six tūrat 
in length, and one viral and a half in circumference; and joined 
to it, one bunch of peacock’s feathers (tarai), (to be carried in) 


the hand (and measuring) five viral in length and three viral in 
circumference. 


(5) 

We have various forms with many headed serpent-hood in 
the Kailasanatha temple sculptures representing probably the 
nāgas.** 

The Kinnara form is found in Plate LVIII, Rea, the Yaksas 
and Bhūtas are those found at the feet ofthe Lord in many places. 


The worship by the monkey probably Hanuman is found in 
Rea’s Plate XLVI, fig. 2. There is a figure of a temple in front 
of which Hanuman is found with the hands in the a&jali pose. It 
may be even a Sivalingam. There is a figure with three meade 
and six hands alone visible. Some take it as Ravana and interpret 


87. Fig. 2, Plate XXXV—Rea and probably also fi 
Plate LXXIV and Plate LIX of Rea. y also fig. 6, plate CXXIII. fig: 2, 
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this as representing the story of Hanumān carrying away the 
Sivalinga worshipped by Ravana, without his knowledge. 


Rea’s Plate LXV, fig. 1 from the Vaikunta Peruma! temple 
gives the figure of a temple vimana with a worshipper seated near 
it, with the hands probably in the worshipping pose; he wears 
a yajfiopavita and there is on his left, a lady, his wife, sitting by 
his side. Does this represent Koccenkanan, the earliest builder of 
big temples or the Pallava king who built the Vaikunta Perumal 
temple ? 


The Dēvas are said to be 33, the 12 Suns, 11 Rudras, 8 Vasus 
and 2 Marutluvas. There are 18 groups of Dēvas enumerated 
differently by different authors: Dēvas, Asuras, Daityas, Garudas, 
Kinnaras, Kimpurusas, Yaksas, Vidhyadharas, Rāksasas, Gandharvas, 
Siddhas, Sāraņas, Bhūtas, Paicācas, Naksatras, Nagas, Ākāšavāsins 
and Denizens of Bhoga Bhūmi. Of these, except those we have 
already noted, Ārūrar does not exhaustively mention this list, 
possibly because he was not impressed with this array of the 
Dēvas, with their minute variations. 


The word Siddha is used by Ārūrar in the sense of mystic 
souls which have attained realization. 


The words Bhata and Paigaca along with Paritam have a 
special mystic significance in Arüarar's poetry as noted elsewhere. 


The word Caranam is used as the name of Vināyaka,*% 


Mr. R. Raven Hart in his article Humour in Singhalese Art’, 
writes, ‘Dwarfs are a special feature of that humour (Singalese 
rather than Indian) — odd little pot-bellied people doing all sorts 
of things with intense seriousness that makes them even more 
comic and one has to search one’s memory or one’s photographs 
to find rare examples of such dwarfs in India”. This is not cor- 
rect if the sculptures of the Pallava Age are taken into considera- 
tion. We have the Bhūtas in almost every one of the sculptures 
and they are in full activity and good humour. The description 
of Bhütas and Pēys by Arūrar as already been noticed is full of 
humour. 


88. 7: 48: 9. 
89. Souvenir and Guide to the Colombo Exhibition, 1952, page 30. 
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CHAPTER V 


PURĀŅIC PERSONALITIES 
I 


Reference to particular Gods and Rsis may be next studied: 


(1) 
Kaman: 


Manmata is considered to be the Lord of beauty. He has 
been described whilst discussing the Kamari form, but in other 
places where the poet advises the poets and scholars not to waste 
their poetry and scholarship on worthless people who are unfit for 
any praise because he is sure they will give nothing, while Siva 
will give us everything, including the overlordship of Heavens. In 
two verses in that hymn he speaks of the futility of praising men 


as beautiful Kāmadēva or Kama in the eyes of women. 
(2) 
Himavan: 


Ārūrar speaks of the Lord of the Mountain Himalayas and 
references about him have been studied when we discussed our 
poet’s description of the Mother. 


(3) 
Kali: 


The story of Kali has been told and discussed under the Dance 
of Siva. 


(4) 


Yama: 


About Yama it has already been referred to with reference 
to Yamaloka. 


1. 7: 34: 9 and 7; 34: 10. 
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(5) 
Murukan : 


(2) 


We may next pass on to the family of Siva. The sons of Siva 
are Murukan and Vināyaka. They are but the very forms of Siva. 
Whatever might have been their origin, they have been complete- 
ly harmonized with Saivism to such a great extent as to identify 
them with Siva. 


(b) 
There are 14 references to Muruka in Ārūrar's Tēvāram. The 
names used by the poet are: ‘Kumaran’ ,® ‘Velow or ‘Velaw ,® * Muru- 
kavēl',* ‘Ciruvaw ,® ‘Céntan’,® ‘Cetti, and ‘Pillai’. 


‘Kumaran’ means the youth. ‘Cizuvay’ and ‘Pillai’ have the 
same significance. But the *Ciruvan” is used in the sense of ‘son’ 
—*' Malaiyaraiyat porpavar cituvan’? —‘the son of the golden doll of 
the king of the mountain’. Our poet creates a humorous situa- 
tion out of this conception of Murukan’s childhood. In one place, 
he says, “Your family and yourself are unfit for managing ser- 


"vants”, and he refers to the infancy of ‘Kumaran, as one of the 


proofs.! 


‘Céntan’ is the red-god, another form of ‘Céyon’ used in Tol- 
kappiyam. 


Murukan is the other name of this God in Tamil from the 
very ancient times. 'Muruku” means (1) honey, which is sweet to 
the tongue, (2) fragrance, which is sweet to the nose, (3) beauty, 
which is sweet to the eye, (4) beautiful strength of youth, which 
is sweet to touch, (5) never dying eternity, (6) divinity and (7) 
divine music, sweet to the ear. The Tamilians thus conceive of 
their God as the real essence of happiness, whilst the outward 


7: 5: 2; 7: 62: 4; 7: 68: 2; 7: 73: 9. 
7: 5: 2; 7: 34: 10. 2 

7: 38: 8. 

7: 46: 9. 

7: 58: 3; 7: 64: 6. 
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form and name of things hide this inner reality which is both 
immanent and transcendent. 


"Vēl? is one who is aspired for and it is the name of Manmata 
who is the most beautiful person. But according to the Tamillian 
tradition ‘Muruka’ was the most beautiful person—“‘Cala nala ala- 
kutai aiyam”, and, therefore, in other places as contrasted with 
Manmata, the Vēl, he is spoken of as Murukavēl? 2> The spear or 
the "Vē? is the emblem of this divinity according to the Tamil- 
lians and His worshipper carries this spear and dances in moments 
of ecstasy. Murukan was, therefore, known as ‘Velon’ —‘One who 
holds the spear in his palm’—“‘Arkat vēlēn” 13 **Kaiyulāviya velon”.™ 


(c) 


He is the beloved of the daughter of the Kuravas, Valli, to 
win whose heart he went to her place—a story which has been 
looked upon by later generations as the eternal pilgrimage of the 
Lord to the soul in quest of its love and for saving it from its de- 
luding environments. Our poet speaks of Muruka as *Kuravar 
mankaitan kēlvan””,15—'the beloved husband of the lady of Kura- 
vas. In another place he says, ‘the wife of the Lord's son is the 
daughter of the Kuravas’ —“Kuravanar tammakal tammakanār mana- 
vātti”19 and this he mentions in a poetic mood suggesting that the 
hunter's form which the Lord assumed to shower blessings on 


Arjuna is somehow related to His son's relationship with the 
Ku ravas. 


He is also called a ‘cetti’ because according to the Purāņas, he 
was born as a child, Rudrasanma, in the house of a cetti, Uppürt 
kuti kilār and the poet refers to Muruka as cetti.!” A 


(d) 


à eMurukat is famous for his victory over QCürapanma»; the 
ancient Cankam poems speak of this asura as ‘Cir’ or the fright- 


11. 7: 34: 10. 
12. 7: 38: 8. 
13. 7:5: 2. 

14. 7: 34: 10. 
15: 7: 68: 7. 
16. 7: 18: 6. 
17. 7: 59: 10. 
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fuli$ He was cut in twain in the mid sea — “Katal Car tatin- 
titia”? 9 It is said that this asura assumed the form of a mango 
tree standing upside down, when the Lord felled it down. Our 
poet speaks of *Katuvarima 21  *Katuvari" is the tiger. It is not 
clear whether the poet is referring to the various forms including 
that of a tiger which this ‘Car’ assumed in the course of his war 
with Muruka or whether he is coining a metaphor *'Katuvart ma” 
the tiger of a mango, for bringing out the ferocity and destructive 
nature of the asura even in the form of a mango tree. 


(e) 

In Northern India, Murukan or Kārtikēya is more famous as 
the warrior God, Dēvasēnāpati, the field marshal of the Devas and 
our poet refers to this as “‘Amarar cēnaikku nāyakaw”.22 In this 
way Murukan is the leader of the Dēvas and our poet speaks of 
the Lord Siva as the prince of all Devas from Kumaran onwards: 
“Kumaran mutal tēvar tankal nampi."? In Northern India, Lord 
Subrahmanya is famous not for killing «Sūrapanma” but *Táraka'. 
It is this story which Kālidāsa writes in his Kumárasaribhava and 
our poet has this tradition in his mind when he speaks of Siva as 
that Pure One who became Great by creating in ancient times 
that principle which destroyed Tāraka after a war with the asura, 
full of strength of war — **Porum palama tutaiyacuran Tarukanaip po- 
rutu powruvitta porulinai mun pataittukanta punitan”? "^ 


Murukanis worshipped as seated on the beautiful peacock 
and our poet also speaks of him as one who rides on the peacock: 
** Mayilūrti”> 25 


Murukan is the popular God of the Tamilians from the very 
ancient times and many places have been named after nim even 
by hunters and nomads as is clearly proved by the name of Muru- 
kanpünti where our poet was waylaid and robbed by the hunters 
of that place,2 who might have been responsible for naming their 
village after their ancient God Murukan. 

18. Tirumuruku., l., 46: 


19. 7: 59: 10: 7: 64: 6. 
20. Tirumuruku., ll., 59-60. 
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(f) 


The Pātīcalēka image of Subrahmany: 
are given in Rea’s Plate LII, fig. 2. Probably it is of later origin. 


a with Valli and Detvayānai 


Plate LXV, fig. 3 is a representation of Lord Subrahmanya. 
This comes from the Vaikunta Perumal temple, Kaficipuram. Sub- 
rahmanya has one head and four hands. The right hand is hold- 
ing Sakti; the other right hand is broken. The front left hand is 
held on the waist with the palm turned downwards. The back 
left hand is holding something which is not clear. Behind this 
image is the peacock, whose head has also been broken. 


Subramanya appearing in the Sēmāskanda images had already 
been described. 


(6) 


. Ganapati: 
(a) 


‘Pillai’ or ‘Pillaiyar’ in ancient times referred only to Murukan. 
When Gaaapati worship spread from its home in the Western 
India to South, he came to be called “Maita pilla or “Mitta 
pillaiyar" , the elder son as is proved by the work of “Kapila Tēvar 
Mūtta Piļļaiyār Tiruvirattai Manimalai” of the 11th Tirumurai. There 
are no references to him earlier than in this work of Kapila Tévar 


and in Tēvaram. 


In various places, Ganapati is known as ‘Vatapi konta Ganapati’ 
and the great music composer Saint Diksitar sings of *Vātāpi 
Ganapati’. That shows that this form of worship has spread into 
Tamil Land almost as a fashion after the Pallavas capture of 

: Bādāmi. But the Rāstrakūtas had set their heart on Tamil Land 
earlier to this and had invaded Tamil land. Narasimha’s invasion 
pra Šā Ru c jas tas eee is, therefore, possible that 
the idea o n vorship might i i 
T merio Pulikesin int Ta a dd been introduced during 
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complains that none of the members of His family will take care 
of him. In one place he says, ‘As for Ganapati, he carries his big 
belly suggesting he is too immobile to be of any service to any- 
one’.22 In another place he once again calls Ganapati, the Lord 
of the big belly but the emphasis is on his eating innumerable 
things — “Enmili un peruvayiran’?® and the poet says he knows 
nothing perhaps suggesting that he is made or that he is too young 
for the world. The gaņas are said to be mad. In the third place 
Siva is spoken of as the father of ‘Caranan’, i.e., Vināyaka as the 
leader of the Caranas or ganas that move about everywhere.?? 


(c) 


The representation of Gaņapati must have found a place in 
Saivite temples like those built by Ciruttontar. A temple which 
he built was known as ‘Ganapaticcuram. In the Kailāsanātha 
temple, Ganapati is found represented in ‘katus’. Plate LVIII 
(Rea) contains one. It has four hands. The pāša is visible on 
the right back hand. In Rea's plate LXII, there is a Vināyaka in 
the sitting posture, but there is someone as though sitting on his 
shoulders or is it a figure behind him? 


In the Vaikunta Perumal temple, he occupies an important 
place on the left side of the entrance gopuram. The ‘ankusa’ is in 
the right back hand and the psa in the corresponding left hand. 
Plate LV, (figs. 1 and 2) contains Ganapati between the makaras 
over the central niche. 


There are two images of Gaņaģati in the two side ‘kütus’ found 
in fig. 1 and fig. 2 of Rea's plate CXI. This is from Tripūrānta- 
kéévara Temple. In plate CXII also there are two Ganapatis in 
the two side kūtus. There is another Ganapati with a crown in 
the left side niche there. 


In plate CXIII also, we find two Ganapatis, on the two side 
kūtus. 


Rea's plate CXIV gives a big sized Gaņēšvara form of the 
Tripurāntakēšvara temple. There is the crown on his head; the 
back right hand holds the goad, whilst the back left hand holds 
the noose. The right tusk is found broken and the broken por- 
tion is held in the front right hand. The trunk is curved to the 


db 152 
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30. 7: 48: 9 
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left and then curved again downwards to be placed inside the 
palm of the left front hand. ‘There are necklaces, bangles, orna- 
ments, anklets, and yajiiopavita and udarabandha. The right leg is 
bent up, resting on the heel. The belly is bulging out. Of the 
left leg, the sole aud the toes are visible. There is a big t/laka on 
the fore-head. 


In plate CXIX from Airàvatéévara temple in fig. 2, there is 
a Ganēša at the top kūtu. 


II 


Arürar, apart from these references to the Dēvas of the Purā- 
nas, sings of the heroes, kings and saints, mentioned in the Purā- 
ņas. Such references are not many. He is not, therefore, trying 
to bring in these Puránic references simply to reveal in his know- 
ledge of Purāņas. A study of his poem leaves the impression in 
the readers’ mind that as a popular poet, he is only referring to 
such Purānic stories as have become the common property of the 


folk-lorein Tamil land. He emphasizes the fact of the Universe 
being a federation of love. 


(1) 


Arjuna: 


Arjuna was the most popular figure in the Tamil Country 
amongst the Pāņģavas. The story of the Lord blessing him with 


‘Pasupata’,3! had already been referred to in our description of 


this special form of the Lord. In the famous ‘Tiruppukalir’ 


hymn, where the poet advises the scholars not to throw pearls of 
their poetry before the swine of rich men, he begs of them in his 
second verse to desist from describing, the weak and the mean, 


as victorious Vijaya, great in the art of archery.32 
Bhima: 


(2) 


Next to Arjuna comes his elder brother Bhima, a word pro- 
nounced in Tamil as ‘Viman. In the same verse of the Tirup- 


pukalūr hymn, he is requesting the poets not : 
E to 
without any strength as Bhīmas.33 paige (hoss 


31. 7: 55: 7. 
32. 7: 34: 2; See Parthanugraha mūrti. 
33. 7: 34: 2. 
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(3) 
Bhagīratha: 


The other king who has become popular all through India is 
Bhāgīratha who brought down the Ganges from the heavens. We 
have already rcferred to this story in describing the form Gan- 
gādhara. 


(4) 
Markandéya : 


Coming to the saints, the story of Mdarkandéya has been dis- 


y- 


cussed by us with reference to the Kalari form. 


(5) 
Süta : 

The Rsis receiving the message from Daksinamürti have also 
been referred to in our description of this form. The great Rs 
of the Puranas is Sata, pronounced in Tamil as 'Gūtar', who recites 
the Puranas to the Rsis after having heard them from Vyasa. Our 
poet speaks of him as the learned cutar, “karra cütan".94 He 
enumerates along with this Rsi others and speaks of the Lord look- 
ing upon their mistakes as praiseworthy characteristic features, in 
accordance with the Lord’s ideal reminding us of the parable of 
the Prodigal son. The poet says, it is this ideal of the Lord that 
had inspired him to take refuge at His feet. Unfortunately this 
poet does not specifically refer to any defect or mistake or sin com- 
mitted by them. The only mistake we can think of with refer- 
ence to Cūtar is that he has recited Puranas attributing the cha- 
racteristic of the Absolute Brahman to the minor deities in Pura- 
nas other than Saiva. Puranas. 


(6) 
Parašurāma : 

The other Rsi referred to is Parašurāma. In the Tiruninriyür 
hymn35 Ārūrar refers to a story according to which the Rst wor- 
shipping the Lord in the temple there, made a gift of 360 vēlis of 
famous lands along with 300 Brahmins. He also carried pots ofi 
gold and precious jewels whilst worshipping with real love and 
whilst making the gift. Parašurāma is referred to as a Tapasvin. 


34. 7: 55: 4. 
35. 7: 65. 
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Pleased with this gift, love and tapas, God gave him a glimpse of 
His feet. The established rule of the Lord showering blessings on 


l his worshippers has inspired our poet to take refuge in the Lord.36 
| (7) 

: Agastya: 

i | (a) 


Agastya pronounced as * Akattiyar in Tamil is looked upon as 
the Saint, indispensable for the Tamil Language. According to 
some, he represents the principle of colonization. The geological 
cataclysms, the Vindhyas and to equalize this disturbance, the 


a Himalayas went up. The Puranas speak of this distant tradition 
KU as the story of Agastya. The Himalayas went down with the 
4 burden of the Dēvas assembled at the marriage of Pārvatī and 
» Agastya was sent to humble the Vindhyas to settle down in the 
d South in the Potiyil, to equalize the weight of the Himalayas with 
^ his weight of Tapas. He is the first great Saint of Tamil, the 
gis purohit of the Pandyas, the first great writer on Tamil grammar, 


the master of Tolkāppiyar. We get to know of his importance in 
South India from the times of the copper plate grants of the 
Pandyas of the Pallava age. He is also an important figure in the 
East Indian Archipelago where his cult assumes an importance 
B just about that time. The name of Agastya is as old as the Kg 
Vēda and many are the stories told of the Ķsis of that name in 
the Purāņas but in the Tamil land he is ever remembered as the 
Saint of Tamil and his image are found in Jàva and the Eastern 
islands. It is this tradition probably that Ārūrar refers to when 
he is mentioning the name of Agastya. 


(b) 


Ārūrar speaks of Agastiya worshipping the Linga form. “‘Tapa- 
ram niruttic cakali ceytu iraiücu Akattiyar"* are the words of our 
ed poet. The following note may explain this reference: 


are of two kinds—cala lingas and acala lingas or 
vali immovable lingas. The cala lingas 
place being made of metals, precious 
ge. or sthāvara limgas, which are 


€i" 
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according to the Kamika Agama, Svāyambhuva, (that which rises 
up by itself), the Datvika (established by the Dēvas), the Arsaka 
(established by the Rsis), Gāņāpatya (established by the Ganas), 
the Mānusya (established by men) or Bana linga**—all of which 
are not so removed from place to place, being fixed to a place in 
a temple. 


The Lord is formless (niskala), but the takes up forms of Grace 
out of pity to the people who could not worship Him otherwise. 
These forms of Grace are the Sakala forms, and the Linga is the 
most important symbol of Such sakala forms. Akattiyar, accord- 
ing to our poet, established the sthavara linga—'* Taparam niruttv'39 
and gave it a form. One wonders whether it is a mukha linga— 
“Cakali ceytu”.4% This linga having been established by a Rsi 
should be considered an Āysa li&ga, which, according to Kamika- 
gama is said to be spheroidal like the unhusked cocoanut fruit and 
according to Kāraņāgama, without any specific shape or measure- 
ment. 


Ārūrar speaks of Akattiyar performing worship at the three 
sandhyās or the junctions of time, viz., morning, midday and even- 
ing. This worship is referred to in the Tiruninriyür hymn but 
the poet does not specifically state where this worship took place. 
Tirukkurralappurāņam will have it at its place. But its story of 
converting the form of Visnu's image into Siva linga is not how- 
ever referred to by Ararar. As a result of this worship, the Lord 
blessed Agastya to reside always at Potiyil, near the Pāpanāšam 
falls and the poet speaks of the fotiyil as the place beautified by 
great precious stones falling down, referring probably to the great 
falls, Agastya is said to be one of the Rsis at the feet of Daksina- 
mūrti according to some Agamas. It is difficult to identfy his form 
in the Kailasanatha Temple. 


III 


(1) 
Folklore : 
The folk lore conceives the universe as a temple for the Lord 
where reside the federation of living beings, immersed in the love 


38. A kind of lingam found in the Warbadā as worshipped by the Asura 
Bana. 

39. 7: 65: 5. 

40. 7: 65: 5 
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of God and radiating His presence from everyone of their hearts. 
True to this conception, we find not only human and divine beings 
but also beasts worshipping the Lord, in this brotherhood oflove. 


(2) 
The Federation of Love— The Cow— The Elephant : 


*Kümadhznw , the divine cow of the Heavens, "Curapi” (Sura- 
bhi)*! as the poet calls, the pleasing and the shining one worship- 
ped the Lord every day before the sun-rise allowing the milk from 

1, us its udder to flow and immerse the Lord. Thus it was in quest 
Hn ofthe Lord. Arürar says, that he has heard of the story and an 
irresistable conviction grew on him. He praised the Lord and 
this thought broke away the cruel fetters and he reached His feet. 
Therefore, this story has a special significance to Ārūrar as he 
himself confesses.42 In this very hymn we have already scen one 
verse bringing together the tiger, the serpents, lion, the Dēvas 
along with the sis to listen to the message of Daksinümürti—a 
silent representation of the federation or brotberhood of love mov- 
ing the mind of our poet,?? as it did the mind of the common man 
of the Tamil land. This conception has appealed to Rājarāja the 
great, and he has attempted to form the image of Daksiņāmūrti in 
terms of this verse 6 of Arürar's Tiruninriyür hymn.'4 


'The appeal of this conception is still further proved by two 
other verses of this hymn. It is very unfortunate that the three 
closing verses of this hymn are wanting, which might have thrown 
still further light on this conception of a federation of living beings 

in love with the Lord. The seventh verse refers to the story of 
. . Airüvata though that name is not mentioned. It is the elephant 
the Heavens with four tusks. It shivered and shuddered in 


full of beauty or goodness. It stood shuddering and worshipped 
e Lord by praising Him; immediately the Lord blessed it with 
glory and grandeur of the Heavens. Having heard this 
featu the pardoning Lord, the poet says that he 
His beautiful feet. This federation of 
Ši ion and in the last two lines of 
ic his vision where the beautiful 
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damsels with crescent-like foreheads who dwell on the top of the 
rich mansions of that place, appeared to Him as peacocks, young 
deer and child-like parrots. 


(3) 
Federation of love — the Spider — Koccenkanan: 


That the whole hymn‘ starts from this conception is made 
clear, by the first verse which sings not of a higher animal but of 
„a lowly creature, the spider.*$ It wove a cobweb as a canopy for 
the Lord at Tiruvanaikka. Pleased with this loving thought of 
the spider, the Lord blessed it with wealth, munificence and 
powerful kingship. It is this spider that was born as the great 
Cola king Koccenkanan, the first Great Cola temple-builder on a vast 
scale in brick and mortar. His temples have become known as 
great temples — ‘“‘Perunkoyil”. This has inspired the poet, and he 
in his turn, overflows with this divine love and sings of the young 
innocent children playing in the streets, in the pials and in the 
courtyard with the precious stones gathered on the banks of the 
banks of the Kaviri which had thrown them out on the sides. 


In another place, in his famous Tiruppunkūr hymn,*” where 
also he refers to the various stories which inspired him, he men- 
tions the 'cilanti?$ or spider. He gives the importance of the 
message of these stories. We may be sinners and committing 
sins. The cow as soon as it brings forth a calf does not look upon 
its child as full of dirt. It licks away lovingly and makes it clean 
and whole. Our defects are the characteristic features of our 
creation. The great mother of us all, the Lord, therefore, takes 
them as sings of our lives and looks upon them as good qualities 
under the circumstances and rushes to save us. ltis this ideal 
which inspires our poets. The parable of the prodigal son is 
popular all over the world. 


(4) 


Candésvara : 
In connection with the love and reverence for cow, the story 
of Candévara may be referred to. The poet speaks of Dandi or 


45. 7: 65. 
46. 7: 65: 1. 
4]. 7: 55. 
48. 7: 55: 4. 
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Candi, the Candésvara.® He milked the cows and bathed with the 
milk the Lord of the Linga which he formed out of beautiful 
white sands; his father rushed on this linga or the Lord and Cāy- 
dēšvara cut away his father’s leg and the Lord was pleased with 
him and blessed him with the flowers on His own matted hair.9? 
In another place the poet speaks of Candēšvara as he who hacks 
away! He also speaks of Cūndēšvara as Dandi,” and also as 
Candi perhaps the poet uses the same form in all the four places. 
In the hymn 17, verse 4, he speaks of the Lord promoting Cay- 
dēšvara to His own rank and becoming great that way. This is 
further explained in another hymn.** The beautiful clothes of 
the Lord, the beautiful jewels and the garlands He wears and the 
food He eats, He made Candésvara to get. This story again em- 
phasizes the Grace of the Lord where our poison becomes His 
nectar. The inscriptions uniformly record the documentary tran- 
sactions of the Siva temple as being conducted in the name of 


Candégvara, the manager of the temple, a position which Ārūrar 
refers to in his hymns. 


The Agamas speak of this Candésa assuming different forms in 
different yugas.% He is also given a wife;5* but all this is contrary 
to the tradition preserved in Pertyapurāņam. 


The Āgamas describe the image of the Lord showering his 
Grace on CandéSa. Siva is seated with Parvati.5s His face is 


turned towards the left.5” The right hand is in varada pose and 


the left hand is on the crown of Gandesa. Candéévarar, beautiful 


in all parts, is standing or sitting? with hands in afjali pose. Siva 
holds the ends of a flower-garland with His right hand and ties 
round the head of Candésvara with His left hand .5® 


49. 7: 17: 4; 7: 3: 3; 7: 65: 2; 7: 88: 6. 
50. 7: 55: 4. 

51. 7: 88: 6. 
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55. Uttara Kāmikāgama, Patalam 65, šlūka 29. 
56. Ibid., 65: 29. 

56a. Uttara Kāmikā, 55: 2. 

57. Amd$umadbheda. 

58. Uttara Kāmikāgama, 55: 3 and 4. 

59. Ibid., 55: 5. 
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This description agrees with the image found in Gangaikonda 
Cēlapuram.*? The images from Sucindram and Madura Temples 
given in plate L, agree with this, and, therefore, must have been 
sculptured after the above descriptions if the Agamas had become 
authoritative rules. In the Kailasanatha temple, however the 
image is in a different pose thus showing that Agamic rules had 
not become crystallized at the time it was made. Fig. 2 in the 
above plate gives a sketch of this image in the Kailāsanātha 
temple. It appears as fig. 1 in Rea’s plate XX XIX, found in the 
20th panel from the east end of the north side of the court. 
Gēpinātha Rao has given a correct description of this sculpture: 
«Šiva is standing on His right leg whilst the left one is resting 
upon a raised seat. He has four hands, the right one of which is 
held in the varada pose. It is not quite clear which objects are 
kept in the remaining hands. To the right of Siva stands Cande- 
vara with the axe with which he cut down the leg of the father 
resting upon his right shoulder. Below and fallen on the ground 
is the father of Candēšvara with his left hand held in vismaya pose". 


(5) 
Others: 


'The stories of Campantar, Tirunàvukkaracar, Ēyarkon, 
Pukalttunai, Nalaippóvar, Cakkiyar, Kannappar, Kanampullar are 
also referred to, but these will be discussed when referring to 
Ārūrar's Tiruttontattokai saints.°! Though the story of Kūccen- 
kaņān and Canģēša also occur therein, we described them at length 
for bringing out the significance of Ārūrar's ideal of god-head and 
love of animals. 


There is a reference to Tontaimān receiving the blessings of 
the Lord. In our study of the hymns under the head ‘Pilgrim’s 
Progress' and in our discussion with all about out poet’s rela- 
tionship with the Pallavas, Tontaiman is narrated in detail. 


Pāri is referred to by Arürar.4 Pérzis one of the seven great 
patrons of the Cankam age. This Valļal according to the Cankam 
tradition unable to bear the sight of the helplessness of a jasmine 
creeper left his chariot on the way so as to allow the creeper to 


60. See fig. 1, plate 49 of the Hindu Iconography Vol. II, Part I. 
61. See Vol., IV. 


62. 7: 69: 10. 
63. Vol. III 
64. 7: 34: 2. 
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spread and entwine round the vehicle. Arūrar is one of the few 
poets who have been impressed with this Tamillian vision of the 
overflowing kindness. The Kotunkunram or Parampu Malai in 
the Rāmanādapuram District contains a Siva temple which is 
now known as Pariccuram — the Temple where worshipped Pāri. 


The reference to Pari suggests an interpretation for another 
passage in Arürar's passage. «Pēr aruļāļam pitavūran tammàang" „65 — 
‘Father of the Lord of Pitavūr, the great munificent lord of Grace 
and memory’. The Cañkam literature speaks of the patron “‘Arap- 
peyarc cāttan” of Pitavūr which is said to be to the east of Uraiyür 
in Tirucciráppálli. One wonders whether Ārūrar is referring to 
this patron of the Cankam age. Perhaps the referrence is to a con- 
temporary of Ārūrar. If the patron of the Cankam age was named 
after Cātta» which is derived by some from Sāsta, the Aiyanār, 
Sasta image itself is said to be originally an image of the Buddha. 
Can this reference of Ārūrar be to the Sista who is according to 
tradition a son of Siva and Visņut*” Cékkilar refers to Sāsta 
(Aiyanár) as being famous in Pitavūr and it is this Sasta of Pitavür 
who brought from Kailas the first hymn® of Ārūrar, Probably 
this story was built on the foundation of this reference in Ārūrar. 


65. 7: 96: 6. 
66. Puram., 395. 


67. Hariharaputra of Kandapuraņam tradition. 
68. 7; 100. 
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CHAPTER VI 
WEAPONS AND ADORNMENTS OF SIVA 


I 


In our study of the various forms of Šiva, we have referred 
to the weapons, the ornaments and His toilet. As already pointed 
out in the beginning of this study, these have a mystic signifi- 
cance. Therefore, it is necessary to collect all the references 
under various heads of weapons, dress, etc., and study them from 
this point of view. 


Kantapurāņa-c curukkam summarizes the story of the sacrifice of 
the Dārukavana Rsis: “We shall destroy Him who had spoiled the 
chastity of the women of no evil", so saying they (the Rsis) per- 
formed a sacrifice of huge conflagration. They commanded 
against Him the cruel attacking tiger, the battle-axe, the deer, 
the swarm of terrible serpents, the Bhitas or devils, the dashing 
white skull, the drum of unshakable power and muyalakan—all 
born and coming out of the fire one after another. 


He flayed the tiger's skin and clothed himself with it; He 
ordered the devils to stand by Him as His army; He trampled 
with one of His wide lotus feet, muyalakan and made him moan. 
The deer sent was held as a plaything in one of His hands on the 
left. He adorned His form of invaluable beauty, with all the rest. 


The plate of fire was also sent along with the axe though this 
is not specifically mentioned here, because latterly the malu” 
meaning the battle-axe came to be confused with fire. 


In this place itself it is better to bring all the descriptions of 
not only the things mentioned in connection with this sacrifice 
but also of all the adornments, hands, eyes, weapons and dress of 
the Lord. ; 


II 
Man, the deer: 


Ārūrar refers to the deer held in God's hand, 17 times and 
speaks of it as ‘man’. Originally ‘ma’ meant in Tamil any animal 
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but later on, especially with the ‘cariyav’ ‘w or ‘am’, its meaning 
came to be restricted to the deer. Of the various varieties, the 
poet speaks of ‘kalaiman’, the antlered deer, the ‘pulavay’ of Tol- 
kappiyam.! Because its form with the branching horns and virility 
is impressive, it is specifically mentioned, ‘‘Kalaiman mari”? “Kalai 
cēr kaiyinam”. The poet is captivated by its tender age. He uses 
the word ‘mari’, which according to Tolkāppiyar is traditionally 
used with reference to the young one of a deer “Män mari"; 
“Kalai main mari?.® He, in some places, simply calls it ‘mari’ 
without mentioning the word *māv'.5 *XKayrw also seems to have 
come into use by the time of Ārūrar; for, he uses it at least in 
one place— '* Màn kantu ārum karavā”." He is not satisfied with 
referring to it as a baby of a deer; he is desirous of calling it a 
“wee little deer’—“‘Ciru may mari" But in a few places, he 
does not refer to the tender age, but simply speaks of the deer.? 
In all these places, the poet does not lay the emphasis on the 
playful deer but on the deer as a characteristic symbol of Siva, 
even as the Cakra is the symbol of Visnu. Heholds it in His ‘kai’ 
a Tamil word for the hand—'Ka?','? or within His palm, **Kattta- 
lam’. He uses the Sanskrit word ‘kara’ for the hand, at least 
once, and also the connected phrase “‘karatala’’, equivalent to 
*kaittalam" 33 He speaks of Siva holding it up— Entum, ‘Enti’ .15 
In other places, he speaks of the deer going up to His hand— 
‘Erum, being up there with all its heart —'Meviya'; reaching 
the hand— *Ger'3? embracing or beingin close contact as a dear 
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little thing—*Maruvum.'9% The hand appears to be full with this 
deer—‘Arum’.2° The deer is held on the left hand—“ Manai itattēr 
kaiyan” 1 


Though the deer and the axe have become the symbols of 
Śiva, these do not appear in all of His forms. We have noted in 
what all forms the deer or the "kysņa mrga" appears. References 
to the deer in Ārūrar may be analysed from this point of view. The 
poet usually does not specify any particular form of Śiva. But 
the details given in and around the mention of the deer may 
throw some light on the form referred to. It may be, he does not 
refer to any form. Even if a reference could be spun out, this 
study may show that it is not alwaysin accordance with the 
rules of the Āgamas as they are available at present. Ārūrar 
refers to the deer in juxtaposition to his description of the story 
of 'Kāmāri',2? of *Gajāri”,3 of ‘Kālāri”? of the quest of Vi$nu and 
Brahma’, of *Tripurántaka,?9 of the form of his Guru or of his 
inner vision,” of Dakšiņāmūrti,?$ of Pasupatavrata,?? of Gangadhara,*° 
of Ardhanāri and Hari ardha, of Umāsahita,s? of Ravaņānugraha,? of 
Daksāri,3* of Brahmaširaschēda? and of Visnucakradana,** 


He mentions the deer in connection with the ‘malu’ or battle 
axe.7 In a few places the fire is mentioned along with these two? 
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andin one of these places the elephant’s skin is mentioned as 
probably referring to the Gajāri form.” 


(III) 
Muyalakan 


The apasmüra puruga was also sent against Siva. ‘Smp’ is to 
remember; ‘apasmara’ is the forgetful epilepic fit. The man in an 
epileptic fit perhaps must have been expected to effect murder 
much more easily and with supernatural forces. The Tamil name 
for the epileptic fit is muyal vali" because the patient breathes 
like the hare whilst following a scent; it is also called *muyalakan' 
as is made clear by Periyaburāņam. Therefore, the apasmāra purusa 
is known in Tamil as Muyalakan of which the colloquial form is 
‘musalakaw’ as found in Tanjore Temple inscription. ‘The uncon- 
scious epileptic demon has to be under control with great force 
and the Lord presses him down under His feet. The Tamil term 
‘muyalakan’ occurs for the first time in Ārūrar and that only once” 
where he describes Siva as the Lord ofthe burning ground 


He calls the Muyalakan as ""Mūtāya muyalagan’’, the idiotic 
epileptic. 


IV 
Yajnopavita : 


Siva's image shines with a "Tajūčpavīta. We have already 
seen the significance of Siva being specially called 'Fojūēpavītin” 
where He wears the yajūēpavīta leading on to the conception of 
order and rulership. When Brahminism took deeper root in this 
country, this »ajitūpavīta came to signify its prevalence. 


The use of *Paficavati' as yajüópavita has been referred to in our 
discussion of the Brahma širaschēda mūrti”, 


The poet refers to yaj&üopavita as "Purinü["*31—'the twisted 
thread’; He speaks of it as the white thread of embracing darn- 
ings—‘‘Jlat taluvu ven wal?’ 42 It is so characteristic that our poet 
speaks of itasthat; it is on body of the Lord—** Meyyātu purt 


39. 7: 93: 8 

40. 7: 2:3 * 
4l. 7: 14: 7 

42. 7: 40: 8 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


WEAPONS AND ADORNMENTS OF SIVA 531 


nil’?.43 He is the Lord of sacred thread — *Purinūlutai Nampi^ A^ 
It is pure white — *'Venpuri nūl”,d5 ‘Ven nūlt and it glistens 
“Vittilanku puri nal’’.47 Our author gives a poetic description of 
this beautiful sight of the sacred thread on the form of Siva. The 
Lord is red like the coral mountain and the sacred thread appears 
to him like a stream of crystal diving into this coral mountain: 
< Palkku-t tārai pavala verpil 
Culikkum pol nūl”.48 

In one place the poet speaks of “Pin nay āvatēr aravam""*? and if 
we compare the modern usage of *'Pūy nil” for the sacred thread, 
we have to assume that the poet is contemplating a case of the 
serpent itself being the sacred thread of the Lord. 


(V) 


Malu: 


There are 30 references to ‘Malu’ or the axe in Ārūrar. The 
Rsis sent also the battle-axe born of the Sacrifice, against Siva 
which he caught and held for ever in His right hand. Ārūrar 
refers to this as well. He sings, “‘Maluval valan &nti"91 — ‘Thou 
art the bearer of the axe in your right hand’. This ‘Entz or holder 
of axe or holding the axe is used often.** The poet speaks of the 
Lord as the ‘Man of the battle axe’ — ‘Maluvan’;** ** Maluvdlar’’ ;>4 
* Maluvalinan’’;54 ** Maluppataiyān”” 55 ** Maluvátpatai mali kaiyan 57 
and addresses Him, ‘Thou of the axe',5* or He is possessed of 
162-59 
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The description of the Maļu is important. In later days in 
the fire ordeal, the sharp battle axe was put in the fire and taken 
out red hot to be caught with its sharp edge inside the palm of 
the persons undergoing the ordeal when, if he is not guilty it will 
neither cut nor burn the palm. On account of this ordeal “Malu 
ental’? or “Malu etuttal? has come to signify the red hot-fire. But 
as is revealed by the sculptures of Arürar's age the *Maļu” is an 
axe different from the fire shown in the form of a flame or a torch. 
Ārūrar also differentiates the fire from the axe or ‘“Malw for he 
speaks of God thus: ‘He holds the malu and has the fire in one 
hand? — ‘Ma maluvēnti or kaiyil anal utaiyir".9 Perhaps the 
ordeal by fire is also hinted here — “Nilamutai man mari kaiyatu 
teyvak kanal utai māmaļu”! — the great battle axe possessed of 
divine fire contrasted with the deer belonging to this earth where- 
on it has the frisk’; “Kanal malu"; *'Maluvimotu atkait ti ukap- 
pār? — ‘The Lord is fond of the fire on his palm along with the 
battle axe’ — Mariyum eriyum maluvum utaiyan’?** —'He is the Lord 
of the deer, the fire and the axe’ — these are some other refern- 
nces. In another verse where the poet enumerates Siva’s charac- 
teristics he speaks of the ‘maly’ and the fire. The malu is shar- 
pened and polished; therefore, it is white, “Ven malu".9 The 
cruel sharp glistening edge may be said to vomit fire as a poetic 


conceit. Hence the battle-axe may be spoken of as fiery — 
st Kanalutai mā malu”? “Kanal malu’’.8 


There is a cryptic description in hymn 10, verse 4. One 
thing is clear that the ‘malu’ in the palm is like the fire. **Canku 
kulaic cevi kontu aruvit tira] pay aviyat talal pūlutait tam ankai malu" 
— ‘There is the ear-ring of conch near the hand. It sheds white 
flood of its lustre which looks like a cataract or waterfall’. Then 
the reading is not clear: **Pay aviyat talal polutai.... malu” — “The 
cataract flows; this flow does not put out the fire; like such a fire 
is the axe’. There is another reading: “Paya viyarttu ālal polutai... 
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malu” — ‘When the cataract rushed down, the maļu perspired 
in rage at this and blazed up like a fire’. It may suggest any of 
these meanings.9? 


It shines and glistens—‘‘Cutar ven malu”.'? It isa cruel malu 
—'* Kotu malu”. ‘Kotw may refer to the curved form of its sharp 
edge as may be seen from the sculptures of the Kailasanatha 
Temple. The poet speaks of the Lord as “Kotu malu virakinan "2 
—'the Lord who is enthusiastic over His curved or cruel axe or 
the Lord who is an adept in the tactful use of the axe’. The cur- 
ved form is its standard form; therefore, it adds to its shape and 
beauty —'' Vativutai malu". It edge is very sharp—*'Kūr nunai 
malu".^ In *Muļiru ilanku malu", *muļiru means being sharp 
like a thorn, from ‘mu!’ and ‘muli’ with the suffix ‘rw as in «akinzu'. 
This is the peculiarity of the age of Arürar. Leaving off this di- 
gression we find that the poet states that the edge of the malu is 
then like a leaf—‘‘Ilai malinta malw”.'% It may be like the leaf but 
it is firm and adament—* Tin malu?." Apart from the beauty of 
the shape, there is the beauty of itsfunction. It cuts in twain in 
the twinkling of an eye. The division is the beauty of this cur- 
ved axe —“Kūrani kotu malu".9 This axe is not the axe of the 
wood-cutter—an instrument of livelihood; it isa weapon of war— 
“Patai”. Among the weapons of war it belongs to the cutting 
weapons of the sword variety and hence it is called “Malu vāl”* 
and “Malu vit patai’’.®1 ‘It is the conquering axe’—‘‘Vellum ven 
malu’?.82 To the iron part of the axe is attached a handle of a 
stick and the poet refers to this: **Taytēr malup pataiyan’’®?—“The 
Lord of the weapon of a battle axe beautified by its handle of a 
stick’. 
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With the same warning that we gave with reference to the 
study of the deer, we shall try to find out in combination with 
what all forms of the Lord, the *malu' is mentioned. It is found 
mentioned in juxtaposition to what may be taken to be a refe- 
rence to the forms of *Umasahita" ,** “Candra $ekhara" „5 **Visūpa- 
harana” 89 “Kāpāli” 8” « Ardhanari?? ,88 “ Dakşāri” 59 **Gajari" 9? * Ekam- 
ranütha? 9 — * Tripurantaka" ,? *Vysabhárüda", *Gangādhara"” 4 
* Pasupatavrata" 95 “Nytta mūrti” 99 * Kalari ^, «Sankara nārāyana” ,98 
<Bhiksātana” % or inner vision of the poet.!0 


VI 


Trisulam: 


Siva is said to hold the "Tri$ula" or trident in His hand. 
This trigala is traced sometime to the universal symbol of a cross 
or a svastic. In the engraved seals of the Mohenjodaro and 
Harappa, there are forms of human faces with two inward bent 
horns and the head-dress. They are said to be representations of 
divinity. An examination of these figures bring out their similarity 
with the trisūla. At Māmallapuram, such faces as the crowning 
head of the rathas, have been found lying on the sands, nearby, by 
Longhurst. We are familiar with the **Cakradevata" represented 
in a human form with a number of hands, round which, we find 
the cakra. Similarly these forms found at Māmallapuram may 
be taken as 'Sūladēvata, the personification of Trišūla, where the 
central sphere appears as the head, and the side spheres as horns. 
This representation is exactly like the representation found at 
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Mohenjodaro and Harappa. Such personification of other wea- 
pons are referred to by the old commentators.!, 


This weapon of destruction, so frightful, has been transform- 
ed into a weapon of love. The story of Andhakasura and the part 
the trišūla played therein, have been mentioned in a different 
place. The trišūla destroys all our obstructions towards redemp- 
tion and salvation, obstructions which are personified as demons. 


The association of Siva with the Triśūla is found in the Can- 
kam works themselves. The invocatory verse of Akanánüru speaks 
of the “Mavay vel" — ‘the three mouthed spear’ which is no other 
than the trident. What is considered to be the invocatory verse 
of ‘Patirru-p pattu quoted by Naccinàrkkiniyar!? mentions the 
very word ‘Silam’ and speaks of Siva as “‘Teriya šūlam pititta 
cutarppatai-k katavul”’ — “the Lord of Time, of resplendent weapons 
holding the clear trident’. This trident is the characteristic wea- 


pon of Sakti and in the *Vēttuvar vari? of Cilappatikaram, we find 
this emphasized.1% 


Ārūrar's referenee to this trident in connection with Andha- 
kasura has already been mentioned. The form of Mahisasura mar- 
dhani, so beautifully sculptured at Māmallapuram and in Kailāsa- 
nātha temple? represents the heroic use of this trident by the 
Mother Goddess. The sculptures of Kailasanatha temple repre- 
sent Siva holding the trident. 


There are eleven references to trigala, the trident. Ārūrar 
calls it “Salam” from the root ‘sal to pierce. He calls it, 
** Patai-t talai-c clam" 19? — the head or the king of weapons. It is 
a three-headed spear. The spear-head is usually said to be in the 
form of a leaf and the three-headed spear is naturally in the form 
of three leaves — ‘“‘Ilaikol cūlam”.178 Therefore, our poet calls this 
Calam — '* Müvilai vēl” 1% He calls it simply, *t Mūvilai”, a meta- 
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phorical expression for the trident. The poet has formed out of 
this a ‘Peyareccam” — ‘a relative participle with the genitive sig- 
nificance’? — ‘mivilaiya pantankan™ and *Mūvilaiya pankaya 
patan’ 2 He also makes this *'Mūvilaya”” descriptive of ‘Cūlam 
in the phrase, ** Müvilaiya Qülattinaw".33 "The poet speaks of its 
radiating rays of light, **Katir mūvilaiya”.4 Its destructive aspect 
is also emphasized: “Kollum muvilai vel "5 — ‘the trident which 
kills’; **Alaikol cūlam””16 — ‘the teasing trident’; and also ** Alaiyār 
Katir mivilai.”7 Its swift movement is also referred to ‘‘Viraiyar 
katir müvilai!$ — ‘the light radiating trident full of swift move- 
menti? It is made of iron — “‘Jrumpuyarnta müvilaiya cūlat- 
tnàán"?,?" That it is a weapon is also clearly described by calling 
* Pataittalai-c Cūlam”*1% and ''Cūlatpatai”.? The Lord is catching 
hold of it in one of His hands, “Calam parriya kaiyar".?9 It is 
inside His palm — '*Azkatyil müvilai ve? 3? He has the trident in 
His hand — **Kaiyir cūlamatutaiya”” 125 


The trišūla is spoken of as the characteristic feature of Siva 
and the lady love speaks of Siva as the Lord of the trident — 
“Ciila-p patai Atika}? 399 The trident is mentioned in juxtaposition 
to the heroic feat of the Lord conquering ‘Kalan’ or ‘Yama’ in one 
place, “Kollum mūvilai utaiyanai-kotiya kālanaiyum kumaittānai”.127 In 
another place it is mentioned when referring to the ‘Pantaraika’ 
dance of Siva. It is also mentioned in Andhakasura samhüra — 
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«Irul mēvum Andhakanmēl tiriculam páicc? 1?? which we have already 
referred to. In other places it is difficult to say to what, parti- 
cular murtas the cūlam is referred to. 


We have been noticing that descriptions of Siva being made 
applicable to Sakti. In one place, it is possible to interpret the 
trident as being held by Gangādēvi, a Sakti of the Lord. 


VII 
Hands: 


The all-pervasiveness of God has been referred to elsewhere, 
by the matted hair going in eight parts and meeting the eight 
points of the compass. 


The hands of the Lord in His image form have some such 
significance. The sculptors try to represent super-human powers 
by giving more than two hands to their figures. In the Mohen- 
jodaro pictograms, the human figures with two hands are inter- 
preted by Rev. Father Heras as denoting gods. In the Natarāja 
forms, the four hands, eight hands, ten hands and sixteen hands 
represent so many points of the compass. Sculptures with ten, 
eight and four hands are seen in Kailāsanātha temple. The enu- 
meration of the things held in the hands may suggest the exist- 
ence of four hands of the Lord. In many places the poet 
speaks specifically of eight hands.!*? 


In two places there, eight hands are described in relation to 
the Lord's dance.!? In four places these are mentioned in juxta- 
position to the Lord's blue neck, * Maikol kantam”134 or “Karur 
kaņtam”135 or “Karaiyarnta kaņtam””13% probably because of their 
assonance with the phrase '"Eytē?”. Sometimes the poet groups 
things which can be numbered thereby creating beautiful pattern 
of number “‘Entolinan mukkanninan élicaiyinan” 1°" 
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Vill 

Eyes: 

Siva is represented as having three eyes, the three lights of 
the three worlds. Our poet speaks of the Lord as * Mukkannan”? „138 
In another place, he speaks of Him as “‘Mukkan tratvaw',189 
< Mukkan 149. “Mūnru kan utaiyay" 41 * Mukkanninan’’42 and "Kan 
miintutaiyir’ 13 He mentions this as the emblem of divinity, 
“Kannu mūnrum utatyāy oru Nampi” 144 probably having the three 
great lights symbolized by the three eyes; the poet speaks *'Periya 
kan münrum ulaiyam"M5 — “the Lord of the three great eyes’. The 
two eyes are in their ordinary places but the third eye is found 
represented in the centre of the fore-head; because the third eye 
is really the distinguishing mark, our poet describes Siva as the 
Lord of the eye on the fore-head, ‘‘Nerri-k kan utaiyān””.46 “Kan- 
nutalon” or **Kannutalàn^ 47 “Kannar nutalar’’.48 The appearance 
of this third eye in addition to the ordinary eyes is indeed a 
curious sight and our poet describes it as the one eye above the 
eyes, "Kaņņin méloru kannutaiyan” 14° “Kanmél oru kannám? 190 Our 
author is so immersed in the poetic mood, that he addresses 
pathetically to this form in a moment of distress when he had lost 
his eyes — ‘Oh, Thou Lord, who are possessed of three eyes! Is 
it fair that you should deprive your servant of his eyes?’— 
**Münzu kannutaryay atiyēm kan koļvatē””3151 it is this third eye which 


winked at Kama and burnt him to ashes — “Kamanutal vēva-k kanal 
vilitta Kannutalon" 352 


A story is told how the Lord came to be possessed of this 
third eye. “The damsel of the mountain was playing with the 
Lord. She became so intoxicated in the playful sporting of the 


138. 7: 12: 3; 7: 30: 8; 7: 33: 4. 
139. 7: 86: 6. 

140. 7: 95: 11. 

141. 7: 54: 4. 

142. 7: 71: 9. 

143. 7: 12: 7. 

144. 7: 63: 1. 

145. 7: 38: 9. 

146. 7: 86: 4. 

147. 7:16: 1; 7: 56: 6. 
148. 7: 58: 2. 

149. 7: 59: 7. 

150. 7: 80: 4. 

151. 7: 54: 4 

152. 7: 16: 9 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


WEAPONS AND ADORNMENTS OF SIVA 539 


Lord that she closed His eyes with her hands where danced the 
bangles, perhaps little thinking what will be the consequence of 
her act, for His eyes are the lights of the world. The whole uni- 
verse was enshrouded in dense darkness. The God, to save this 
world and for making this darkness run away and disappear, 
created a single eye in His forehead and became Great, the best 
of men, probably because of His sympathy for every living 
being”. 
« Malaimatantai viļaiyātī vaļaiyātu karattāl 

Makilntavatkan putaittalumē valliruļāy ella 

Ulakutanrān. miitaviru lótumvakai nerri 

Orraikkan pataittukanta uttaman””.15% 


IX 
Serpent: 


In the Bhiksātana form there are no clothes. «Kati dēšē pra- 
kartavyah phaņi sūtrēņa vēstitalv”. 5% “The serpent is tied round the 
waist. He is adorned with the serpent’. 


Serpent worship must have been very popular in South India 
as is seen by the Ņāga stones still found under the trees. Siva in 
keeping His out of the way abodes, came to be associated with 
serpents, as well. In the Tamil country of Maga worship, this 
assumed a greater importance, on account of the harmony effect- 
ed between Siva worship and this Naga worship. The serpent 
became the greatest symbol of Siva, the hood of the serpent ap- 
pearing as a kind of umbrella up over the crown of Siva. In 
addition to this in the age of the Pallavas, there was their tradi- 
tion of a Pallava marriage with a Naga kanya. This gave an addi- 
tional glamour to the serpents adorning the Lord. 


The psycho-analysts have spoken of the significance of the 
serpent symbol appealing to the unconscious and the racial 
memory. The serpent in Hindu Philosophy represents the kunga- 
lint yoga. It also represents the Universe; the evolving Universe 
is the serpent with its hood spread out; when it has not the hood 
thus spread out, it is the Universe at rest lying in involution. All 
these suggestions are there imbedded in every description of the 
forest. 
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(a) 


The words for serpent used by Ārūrar are (1) Nakam, the 
Tamillian form of the Sanskrit word ‘Naga’ ,1° (2) "Puyaūkam from 
the Sanskrit word 'Bhujangah! (that which moves in a curved 
way),!6 (3) *Ara^19? with its variant form *ara'59 and taravu?!59 
and taravam”,1% (4) ‘Pāmpw,™® (5) ‘Pantal’.18 Naga as that which 
moves not — that goes not — refers probably to its serpentine 
motion; so does ‘bhujangah’ as that which moves on its shoulders. 
Possibly Naga itself is traceable originally to the Tamil root *naku” 
to the Tamillians referring to the shining appearance of certain 
serpents. It is a shining serpent, says the poet: ‘Va; aravu’ 18 The 
poet speaks of “Kola aravu””, ‘the beautiful serpent or the serpent 
with the beautiful pattern?39 ‘Naku’ meaning ‘youthful’ is also 
traceable to the same root. The Wākar may be the race of eter- 
nals. If Nakars are non-aryans, it is but reasonable that their 
name should be traced to a non-aryan root. Aravu is compared 
with ‘Sarpa’ by the Tamil Lexicon. This is indeed very unfortu- 
nate; for the form aravam is to be traced to ‘ar’, ‘ard’, ‘ara’ and 
‘aravw’ according to the well established Tamil grammatical tradi- 
tion which is not opposed to any canon of comparative philolog 
‘Ara’ may mean the sound of the rattlesnake. From this has 
come the word ‘arakku’ which means to wriggle, like a serpent. 


*Pampw is from ‘pay’, to spring forth, as pointed out by 
Dr. Caldwell. *Panta? probably means the same.16 Naccinārk- 
kiniyar interprets this to mean the big snake. The other epithets 
which the poet uses are suggestive and realistic. It captures any 
cleft or crevice and makes it as its own abode — “AMulaikol 
aravw'.65 Any hole is a fit abode for many serpents and God 
captures the serpents there. The Tamil Lexicon gives this mean- 
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ing of a hold for the word ‘pal’ —*'Pālitorum pala pampu parri. 
Any ant heap becomes its rendezvous and it dances with its hood 
—*Purratu aravam 148 **Purril val aravu’’.16® It is the cruel ser- 
pent of the jungles or uncultivated areas—"Kollai val aravam’? 170 
It has the hood which it spreads and dances. The hood isknown 
as ‘patam, ‘pai’, and 'panam'—*'Patam kol nākam”, *'Paitta 
pataitalai^ ,V?. **Paikol val arazu" 73 **Panampatum aravam"' 3^ It, 
especially the cobra, has the spots on its hood **Tutt?? usually in 
the form of two ‘S’s, 1% 


(b) 


It is an obstinate and cruel one—‘‘ Mūkkappāmpu””.!"* It foams 
up and dances—*'Poikātaravā,”1"" *Ponkaravam" A8. The idea of 
its wriggling serpentine motion is beautifully expressed by the 
! phrase, *Orriyürum aravu””,'% that which creeps attached to the 
| thing it creeps on. It is deadly— '*Kol nākam””.189 It is powerful— 
«Val aravam"? 39 It is cruel and angry—"Veyya pampu'!*? “Kata 
| nükam".183 Its eyes are red with anger— 'Cenkan aravam" JS 
They become green *Painkaņ”,%5 probably because of excess of 
anger.!8° It opens up its mouth wide—‘‘Paku vāy that shows 
its pride—‘‘Cerukku vāy”.!86 Its teeth, "Eyiru'!%? with the poison- 
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ous fangs are then visible and from three flows the poison—**JVac- 
caravam”>,1% ** Vita nākam”? The poison is suggestively described 
as fire— *Neruppumil aravu’’,' *Alalà umilum".93 It hisses — 
* Pampatu mücenum 1° and people are afraid of this hiss. 


(c) 

The serpents are of various appearances. Some are bright— 
“Val arā”, “Val aravam" 399 Some are white—‘‘Vel aravu’? 197 
Some are with various lines — ''Varitaru pámpu",95 perhaps as in 
the rattlesnake. Or, they may refer to those found on the cobra 
snake. But when the poets speak of the serpent, they usually 
refer to the cobra and all these descriptions must be taken as 
applicable to it. 


There are various fables which have grown around the ser- 
pent in an attempt to express the super-human powers of the 
serpent. It is said to have five heads and five mouths — **Aivāy 
aras 99 Thousand hoods and, therefore, thousand heads 
are also spoken of—*'Patam àyiram" 99? ‘Adisésa’ is said to possess 
thousand heads. The purāņas speak of eight great serpents on the 
eight different points of the compass, supporting the world— 
representing perhaps the Kundalini Sakti of the world. The Lord 
is described by Ārūrar as “Attapuyanka-p pira" ?1 —*the Lord of 
the eight great serpents’. There is said to be a precious stone on 
the head of the cobra of long life—a gem said to shine at night. 
Our poet refers to this great gem of the cobra—“ Māmani nākam.”>2%2 
In the phrase he uses, '"Tuņai mā mani nākam araikkacaittu" ,% 
stuņai” means two. Unless we take it that he is referring to a 
serpent of two hoods and two gems, we must interpret it to mean 
that the Lord is tying two serpents around his waist. 
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(d) 


The Lord wears the serpent as the waist-string to which is 
attached His loin cloth which has been separately discussed. He 
uses the serpent as a kind of belt or sash for tightening the skin 
of the tiger He wears.?^ But the Lord uses the serpent also as a 
variety of ornaments. It is there up above His matted hair — 
“Ceficataimél ātaravam cuti’.2°5 It is there tied round his neck and 
the shoulders as necklace and armlets??6 and on His hands as 
bangles or wristlets and on the head as a crown.?" Because of 
the gem, the serpent possesses, it is really a necklace of gems — 
“Aram pāmpu”,2%8 “Aramavatu nükamo".?? It is worn as an ear- 
ring.240 Because of the serpent surrounding the Lord thus, Ārūrar 
speaks of God as the flaming light of the surrounding serpents— 
*Cūlūm arava-c cutar-c coti,?? suggestive of the description of 
Kankala mūrti by the Agamas. The poet rhetorically interrogates, 
‘Do you live adorning with (tying round) the serpents? — “Katti 
vālvatu nākamē”.? ‘Katti may mean neutralizing their cruelty or 
poison when this will mean, “Do you live by neutralizing the 
serpents?". In the Bhiksatana form, He is described as coming 
with a serpent held in one of His hands.” This is referred to in 
other places also.*!* The love-sick maidens become afraid of this 
serpent and beg of Him not to come with it.2!5 This form of ser- 
pent adornment is looked upon as beauty, ‘Alakan’.16 But the 
Lord in this form is described as deceitful, *Patiran,?" probably 
because it is all a show implying something mystical especially 
when He goes a-begging. Not only He is called “‘Patiran”, He is 


204. 
205. 
206. 
207. 
208. 
209. 
210. 
211. 
212. 
213. 
214. 
215. 
216. 
217. 


7: 4: l; 7: 23: 6; 7: 48: 6. 


e 


7: 36: 10. 


co) £9 «^E oua (o I2 ON 


o9uoo O 
Sano HPN & 
a 
Re 
œ 
= 


2 1; 7: 4: 2; 7: 14: 8; 7: 14: 10; 7: 36: 2; 7: 44: 1; 7: 64: 6. 
36: 2. 

: 48: 6; 7: 80: 8. 

: 86: 7. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


544 NAMPI ARURAR AND MYTHOLOGY 


also derided as a ‘‘Patti?28 — a lawless and unbridled person, 
because of His unbridled Love for the soul — **Waccaravārtta 
patti? 219 


(e) 

The serpent seems to play an important part in the dance of 
Šiva. It is one of the weapons which grew out of the great sacri- 
ficial fire of the Rsis of Daruka vana, for being hurled against Siva. 
Siva caught hold of it and danced. ‘In the hands which dance 
fast, the Lord, holds the drum, the plate of fire and the dark ser- 
pent and dances’ — thus sings our poet.229 The serpent as held in 
one of the hands of Siva is seen in some of the sculptures of the 
Kailāsanātha Temple. In Rea's Plate XXXIV, fig. 1, one of the 
right hands, the third from the front holds a three headed ser- 
pent. So is the fig. 1, Plate GIX, holding the serpent in the right 
hand, the third from the back. In fig. 3, Plate CXVIII, Siva 
dances holding a three-headed serpent in the left hand, the third 
from the back. In Plate LXI, the Bhiksātana mūrti, in addition to 
his clothes hanging in front has also a serpent round his waist and 
a.loin is seen hanging down in the front row. Another three- 
headed serpent is twining round his right hand; the three headed 
serpents are found in abundance in the sculptures of the Kailasa- 
nātha Temple. There is a serpent near the Daksiņāmūrti form in 
Plate LXII. In Plate CIX in the Ürdhva Tāņdava, we find the 


snakes of the waist also moving fast hanging low. So also in fig. 3 
of Plate CXVIII. 


(£) 

The serpent is mentioned in juxtaposition to the mat-lock, 
the crescent moon and the Ganges.??! There is a suggestion of the 
serpent spreading like a creeper round the mat-lock.22 The har- 
mony which we have been often emphasizing is described by the 
grouping of ‘kura flower, *konrai”, the moon, the datura flower, the 
damsel of Ganges and the serpent and the poet used the sugges: 
tive word ‘viravukivra’ — commingling.?3 In another place, he 
speaks of the serpent, vanni and moon and the datura ise in 
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the mat-lock.?4^ The contrast is emphasized between the moon 
and the serpent and their harmony is described as the beauty of 
divinity.75 The Lord makes them sleep together in peace.*** In 


another place the poet brings about a group of terrible things — 


the serpent, the bones and the ashes and he asks the Lord, *What 
is the significance of this?'?77 


There is one phrase which is not clear in Ārūrar. He speaks 
of  Aravuri irantazar".?? No story is known where the Lord begs 
for the serpent's skin. One wonders whether the correct reading 
may not be '"Waravuri irntavar" as referring to Siva's feet as Sara- 
besa flaying the skin of Narasimha. 


X 


Dress: 


Coming to the dress which Lord Šiva wears, His wearing of 
the tiger’s skin, elephant’s skin and the lion’s skin as heroic feats 
has already been described in another place. -Siva, the Absolute 
depending on nothing, is represented as being nude. ‘Therefore, 
He is called as '.Vakkam" (agna) from the time of Mohenjodaro. 
This is poetically described as wearing the dkaša (space) as His 
clothes. 


Next to this comes the form where He wears the loin cloth 
alone. The history of dresses and clothing of man shows us clear- 
ly that these were not at first intended to hide his nakedness but 
to bring into prominence certain parts of the body. Therefore, 
even the loin cloth does not go against his naked form. In the 
ceremony of begging prescribed in the Kāpālika vrata, this want of 
clothes heightens the moral seriousness. The great beggar, com- 
ing to beg our souls and our love, has nothing but a loin cloth. 
This kind ofidea makes His Absolute dependence on our love, 
glorious and beautiful in the eyes of worshippers. Our poet is, 
therefore, very much captivated by this idea of our Lord having 
nothing but loin cloth, which almost became an emblem of god- 
head. The waist-band is a serpent and to this the loin cloth is tied 
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up. ‘His dress is the loin cloth’ — ‘‘Utazyor kovanattar’’ ,229 «(aj 
kūvaņavan””2%% He is the Lord, rich in this dress of loin cloth — 
«Kovana ataiyutai atika?”.** He has tied the loin cloth to the ser- 
pent — ‘‘Paitta pāmpu arttor kovanattotu?.?3* This serpent coming 
in asa waist-band is very often referred to.” The poet calls this 
waist-band as a waist-band of very great precious gem — “Ma 
manikkaccu’?®84 because of the tradition that the serpent possesses 
a ruby on its head. He also says that one end of this band has 


many heads referring to the tradition of the serpent possessing 
many hoods. 


He calls this waist-band *Araikkaccai””;?*5 “Arai nāņ ,236 KG)? 237 
“Pan nāy”.2%% ‘Pi or jewel emphasises its beauty. ‘Kaccw is a 
ribbon; “War is a string. ‘Kil’ comes from the verb ‘Kil’ to tear. 
Strip of cloth is torn and used as a waist-band on ceremonial 


occasions even now. Our poet makes this clear by referring to 
“Tuni var kil’? 289 


The verbs used are "Ārital”;%% ‘Acaittal”’;241 *Kattuta e 
*Vikkutal? 943 **Carttutal ^34 ** Punaital" 345 


*Artta comes from the root ‘ar’, to be full, spreading all 
over, to abide and stay there by making the whole thing beauti- 
ful and ultimately to adorn. ‘Arttal’, therefore, is to make a thing 
adorn and, therefore, to bind a thing as anornament. Therefore, 
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the idea of ornament is suggested by this word ‘@rttal’. ‘Acaittal’ is 
related to ‘acaital’ which is again related to ‘ayartal’ and has come 
to mean also to resting in a particular place and, therefore, ‘to be 
lying’. *' Acatttal”” is, therefore, to make it rest in a place without 
moving out. In this way, it has come to mean being tied up. 
Therefore, there is a suggestion of a rest to the ever-moving ser- 
pent. It is the stage of involution. The contrast between its 
movement and rest is brought about by the statement ‘‘Ur aravam 
araikkacaittan’’.246 It does not come to rest all at once. It dances 
with its hood before the complete rest and the poet speaks of 
* Araikkātaravā” 47 ‘the Lord of the serpent which dances in His 
waist. ‘‘Kattutal’? is to fasten. But there is an underlying sug- 
gestion of making the serpent powerless. *' Vēkkutal*28 is the tran- 
sitive form of VinkutaV” and refers to the tightness of the tying, 
thus to make the serpent absolutely at rest and powerless. The 
word **cāttual” is used in the sense of putting on or adorning great 
persons. The Tamil Lexicon traces it to the word *cārttu. ““Punat- 
tal" is to adorn. 


XI 


Kovanam: 


< Kēvaņam”” is traced to the Sanskrit word ‘Kaupinam’ by the 
Tamil Lexicon. Our poet uses the word very often.?*? The word 
*kovanam" is interpreted as to mean ‘Vasisfa’ as one who is very 
near the ‘Go’ or ‘Kamadénu’. This form ‘‘Kovanam”” is found in all 
the Dravidian languages and some are tempted to treat it as 
purely a Dravidian word. This ‘Kovanam’ is pure jfēnam aspect 
of God, wherein the serpent of the Universe lies at rest or invo- 
luted. Therefore, this kovanam is spoken of as being pure white 
— “Venkovanam 259 While the serpent lies at rest completely 
tied down, the purity of God spreads out as is implied by the 
poet's reference — “‘Araiviri kovanattotu aravarttu 291 This *kovanam" 
or loin cloth as described as *'Tunippatum uģai”*2 because it isa 
torn piece of cloth. He calls it in another place as stitched up 
cloth — “Tunna ātai.'.?*% i 
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In some places, in addition to the skins and the loin cloth, 
the Lord is said to wear silk — 'Pattu”,*** ‘ tūcikam”,2*5 and fine 
cotton cloth — *TukiP.2*% This is contrasted with ‘Pattu’ here?* as 
in Nalatiyar.2°8 In all these places, the poet is probably referring 
to the “‘Ardhanarigvara’’”’ from where the Kēvaņam refers to the 
Siva’s masculine half, whilst the cotton and silk refer to the Pār- 
vati's feminine form. But it must be mentioned in passing that 
the Agamas in various places speak of the image of Siva dressed 
in silk, skin and cotton, and the sculptures of Kailāsanātha Tem- 
ple seem to justify this Agamic reference.” But the difficulty is 
about the reference, to this kēvaņam which cannot be visible if 
other clothes are used and it is this which make us suggest that 
the references to kovanam in. Arürar's form wherever there are des- 


criptions of the cotton or silk cloth, one to the Ardhandrisoara 
form. 


XII 
Ornaments: 


(a) 
Ear: 


In the image forms of Siva, even in the absence of the Ardha- 
nārīšvara form, we find some distinction made between the right 
half and the left half especially with reference to the ear-rings 
worn. In the right ear, there is usually the “makara kuņģala”” 
or a “sinha kundala^ , whilst in the left ear there is “patra kundala’’ 
or *'padma patra” or **šankha patra” or “ratna kundala’’. 


The Tēvāram writers usually distinguish between *kulai”” and 
*kundalam" on one ear and *tóot and ‘curul’ on the other. The 
palmyra leaf is wound round and inserted in the ear-lobe by poor 
women even today. This is the tv eed, Cen Ore 
ments sometimes studded with precious stones are made in this 
form. Poor women who cannot afford to possess rubies, usually 
colour the paunys leaf, by dying with either red or green before 
wearing it. The ‘kulai is in the form of a ring, perhaps a hollow 

254. 7: 5: 
255. 7: 84: 
256. 7: 5: 
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ring worn in the ear-lobe, as hanging down. This is made of 
gold or conch. Sometimes this is made in the form of ‘makara’ 
or ‘nakra’ or crocodile. 


Ārūrar often speaks of the ‘kulat’ adorning the ear of the Lord. 
It is the shining ear-ring- *Vilankum Kkulai'.9" Sometimes he 
speaks of ‘kular alone without any qualification —'* Kulai-k kātu” ,?6 
“Kulaikol kātu” 22 “Kulai viravu vati kātu”. He differentiates 
between the ear-ring made of gold and that made of conch. It 
is only in one place he refers to this golden ring of the car — 
«Kātilār kanaka-k kulaiyan”” 2%% In another place he speaks of the 
sturdy and long ring of the ear—“ Timvar kulai”? and this may 
refer to the weighty gold. The shining ear-ring above referred to 
—*« Vilankum kulai”—may also imply that the car-ring is of gold. 
In other places, he speaks of the “canku kulai??99—the ear-ring of 
conch,?*? also ‘‘Canka-k kuļai””?% and “Canka ven kulai 2% In other 
places, he speaks of the white ear-ring made of conch—* Ven 
kulai”?™ and this interpretation is justified by our poet’s reference 
“Canka venkulai."?? The qualification of white is used with refe- 
rence to the ear-ring of conch. In one place the poet speaks of 
“Cantar ven kulai”, where ‘cantu may mean the joint, where the 
two ends meet or it may mean beautiful. He also refers to the 
* Makara-k kulai”, the ear-ring in the form of a makara; ‘the low 
hanging makara-k kula? —“ Täl makarak-kuļai”?.2?3 He speaks of 
this kulai as kundalam.274 In one place, he speaks of sKuņdalam 
kulai tikal kātu””25 and hence it may be said that kundalam is 


260. 7: 4: 8; 7: 26: 3; 7: 28: 8. 


261. 7: 33: 1; 7: 70: 6; 7: 86: 9. 
262. 7: 81: 9. 

263. 7: 89: 1. 

264. 7: 56: 7. 

265. 7: 53: 6. 

266. 7: 10: 4.. 

267. 7: 47: 2; 7: 61: 6. 
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269. 7: 61: 6. 

270. 7: 27: 5; 7: 42: 5; 7: 58: 1. 
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different from kulai. In one place, the poet speaks of the Lord 
having the serpent as an ear-ring.?”° 


These ear ornaments hang down from a very big ear-lobe— 
*Vati katu?.?* Even now we find some people wearing these, so 
as to touch almost their shoulders. The poet, therefore, speaks 
of the ear-rings dashing against each other whilst the Lord dances 
—“ Kulai valar katukal mota miņtu kunippate” .'8 


The poet speaks of the */0fu?"? as adorning the ear of the 
Lord and also ‘‘Vellai-c curu?”.289 He mentions both the “Ven 
kulai” and ‘‘Curul ven totu? as adorning His ears.*$! How these ` 
are worn is made clear in another verse where the poet speaks of 
the Lord wearing ‘téiw’ in one ear and the ‘kulat in the other,?8? 
which evidently means that the *to/ is worn on the left or Saktī's 
half and the ‘kulai on the right or Siva's half. It is because of 


this we have interpreted this to refer the Ardhanārīšvara form when 
describing that form. 


(b) 
Feet: 


In the feet of the Lord are found ornaments but our poet 
specifically mentions the **Kalal". It is found midway between 
the foot and the knee-cap, perhaps a little higher-up. It is an 
ornament worn by warriors as the sign of their heroism and valour, 


their greatness being sometimes inscribed on this ring-like orna- 


ment. This has a hanging clasp. It is usually worn on the right 


leg. Unfortunately, it has not been noticed clearly by Rea and 
therefore, we do not get it sketched in his pictures. However, in 
the photographic plate of Fogadaksiņāmūrti found in the Kailāsa- 
natha Temple appearing as plate LV, fig. 2, this ornament can be 
easily identified in the middle of the knee muscle with its hanging 
clasp. If this is compared with the Plate LXXII, fig. 1, LXIV, 


276. 7: 40: 8 
277. 7: 89: 1. 
278. 7: 43: 6. 
279. 7: 56: 4. 
280. 7: 88: 2. 
281. 7: 42: 5 
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fig. 1 and LXXIX? our interpretation will be correct — “Kalar 
kalalar” .*84 


In the Ardhandrisvara form, on the right leg appears this 
heroic ring and on the left appears the feminine ornament, the 
anklet of the *Gilampu" which we have already discussed when 
we were describing the Ardhanārīšvara form.?85 


(c) 
Cata : 

Siva is said to possess matted hair or cafai. It is said to be 
redin colour. It flashes like lightning when the Lord dances, up 
above his body of golden hue. Our poet speaks of it thus — 
« Minnār ceficatai" above his *Ponnár mēni””.*%% It is very curious 
that his friend and contemporary Céramàn Perumal Nāyanār, 
starts his ‘Antati? with a reference to the golden hue and the light- 
ning like matted hair — ‘‘Ponvannam evvannam avvannam men 
purintilankum mitoannam evvaņņam avvaņņam vilcatai? 29" The ancient 
man standing entranced by the beautiful rising sun colouring the 
spreading clouds with golden hue spoke of the Lord dancing on 
the horizon or on the infinite space with his body of gold and the 
dancing matted hair of red colour of the dawn. The sun-set 
reveals the same poetic glory which can be easily spoken of as 
the dance of sun-set — “‘Antinatam”. The matted hair is cool, 
because of that Ganges there, and, therefore, our poet speaks as 
cool matted hair — *Kulir catai” ,*%8 **Kütalitu catai”” „289 


The matted hair is described in various forms as already des- 
cribed in our images: *'fafabhara", *fatābandha”, *«fatāmaņģala”, 
*Jatamakuta". When the Lord dances, the matted hair also dances 
and spreads out, in eight parts representing the eight points of 
the compass. Our poet is enamoured of the posture of the rare 
dance when the eight tufts of Siva’s matted hair whirl around. 
In another place the poet expresses his experience of divine bliss 
by referring to the Lord of sugar-cane. The leaf-blades of this 


283. Hindu Iconography. 
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plant are spoken as *'cafa?". Here is an occasion for punning and 
the poet loses no opportunity. Of punning on this word which 
means both the blade of the sugar-cane and the matted hair and 
speaks of the "cafa?" of a sugar-cane of the Lord branching off 
* Kotaram payil catai utai-k karumpu".?9* In some form of the ‘jata’, 
the front portion appears to be tied up whilst the back portion 


seems to be spreading out. Probably, it is this that our poet refers 
to as “Pin catat 29? 


‘Piññakar isa name of the Lord very popular among the 
Tēvāram writers and Ārūrar also is fond of this word.” The 
Tamil Lexicon traces this word to the Sanskrit root, ‘Piñj’ to des- 
troy. But, unfortunately, this word ‘Piññaka’ with this meaning 
is not found in Sanskrit dictionaries. The tradition among the 
Tamil scholars is to interpret this word as referring to the Lord 
Siva, because the particular way of dressing His hair. The Pin- 
kala Nikantu speaks of 'Piūiakam” as a kind of dressing the lady's 
tresses of hair and the Tamil Lexicon traces this word to the Sans- 
krit word **Piriakam" which means only the tail of the peacock. 
Nor is this Tamil usage known to Sanskrit dictionaries. There 


has been a tendency from the days of Cilappatikáram to the days 
of Tēvāram to palatalize the dental-nasals. 


Appar writes **Ceyfi- 
ūinra”, *Ceynninza" , etc. 


Even ‘va’ which probably was lingual 
nasal underwent this change and Cilappatikaram uses the form 
‘Annat’ for ‘Annar. These forms may suggest that the original 
form of ‘Piññakam’ is *Pinnkam” and, therefore, the old traditional 
meaning given by the Tamil Scholars may be after all correct. 


There is another term **KuJarcatai" used by our poet. ‘Kulal’ 
is the tresses of the ladies’ hair and, therefore, we can trace this 


phrase to the Ardhanári$vara where the matted hair is on the right 
side and the ladies tresses of hair on the left. 


XIII 
Utukkai : 


Ina few forms Siva is found to hold the *Damaruka! or *Utuk- 
kai” especially in the form of Natarāja at Cidambaram, in the right 


291. 7: 62: 10. 
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back arm whilst the burning faggot is held on the back left arm. 
In plate XL, fig. 2 and plate GXVIII, fig. 3 (Rea), the hindmost 
right hand near the crown seems to hold this drum or ‘utukkai. 
In one of the right hands, right of the hand holding the drum, 
there is a serpent. Ārūrar seems to be describing this form of the 
very great swift action **Katuttatum karatalattil damarukamum eriya- 
kalum kariya pāmpum pitittāti”” °° 


XIV ; 
Fire: 

The fire was also sent against Siva from the Sacrifice of the 
Rsis of Dárukavana. It was held in theleft back hand of the Lord 
of Dance. Not only in the fire ordeal but also during the worship, 
the fire is held in the hand to prove one's purity. Even today 
worshippers of Māri carry a mud vessel of fire in their hands. 
God Siva is holding the plate of fire — * Eri aka! 29? 


Arürar mentions the fire in Siva's hands in 12 places. In the 
Kailāsanātha temple sculptures, Plates LI, fig. 1, LXII and CIX, 
fig. 1, Rea, reveal this fire in the form of torch almost like the 
Grecian torch. In Plate LI, the torch is bent downwards. The 
confusion of ‘Malw’ with the fire has already been explained. That 
the fire is mentioned along with *Malw has also been noted.?98 
The fire is called *anal”,2% ‘eri’, ‘Talal’ 9?! and «T?.39? He holds 
the fire in His hand—‘“‘Kaiyil analutaiyar” °° * Anal cēr kaiyinan” „504 
“Anal cēr kaiyan”, “Vittilanku eriyār kaiyanān.”%% It is held 
with His palm or «ankai? —“Ankaiyin nal analéntum avan” 307 “Eri 
anri aùkai-k kon tillaiyē empirānukkē” 908 “Talal ankaiyinan’ ,309 
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** Ankai-t tīyukappar””*% The palm is kept upwards and the fire 
is in it—‘‘Kaimicai-k kar eri”.3! The same idea is conveyed by 
the verb “‘éntu??—to hold—*'Anal ēntum avan’??? and *znti' 333. In 
other places the Lord is said to be possessed of the fire—a symbol 
of His divinity— *Eriyum..... ufaiyan, 9^ and the poet asks, ‘Is 
there nothing else for the palm except this fire?" — ' Eri anri aù- 
kaikku omrillaiyo? 915 "The fire is said to reach or to be attached 
to the hand signifying physical contact'*...A»a/ cér kaiyinan.”?316 


The fire glistens—“Vittilanku eri”.3 It is an ever increasing 
fire on the palm—‘‘Kai micai-k kür eri"? ‘You carry the fire 
that is never put out and dance at night on the cremation ground” 
—‘‘Aviya anal ēnti-k kankur purankattati^.9? ‘The golden heroic 
anklet resounds; the serpent dances; the Lord adorns Himself with 
the crescent and the Ganges, and holds up the fire; He changes 
His modes or postures and dances’—‘“‘Araiyum paiùkalal ārppa ara- 
vata analentippiraiyum kankaiyum cūti-b peyarntatum perumānār” 3?0 
The never to be put out fire—‘‘Aviya anal””**! and the ever increas- 
ing fire—"'Kūr ert” 322 reminds us of the description of *BAujanga 
lalita’ dance as described in Mayamata when by quick changes in 


the position of the legs, the fire in the hand of the Lord of dance 
is blown into blaze. 


The Great Lord of dance, Nataraja of Cidambaram is also 
mentioned by Arūrar as holding the “eri akal”, the plate of fire. 
‘In the quick dancing hands, He holds the Damarukam or the short 
drum, the fire plate and the black serpent and He dances in Cir- 
rampalam. We have him to save us from Yama.323 But according 
to this description we see the Damarukam, the fire plate and 


310. 7: 87: 5. 
311. 7: 84: 5, 
312. 7: 10: 9. 
313. 7: 47: 2; 7: 86: 2. 
314. 7: 93: 8. 
315. 7: 44: 8. 
316. 7: 27: 8. 
317. 7: 56: 7. 
318. 7: 84: 5. 
319. 7: 47: 2. 
320. 7: 86: 2. 
321. 7: 47: 2. 
322. 7: 84: 5. 
323. 7: 90:1. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


WEAPONS AND ADORNMENTS OF SIVA 555 


the black serpent only in the hands of Nataràja at Pérür near 
Coimbatore. Perhaps our poet Ārūrar was very much absorbed 
in the Natarāja form at Pērur when he visited that place and had 
the same vision at Cidambaram so much so' he had sung that the 
Natarāja of Cidambaram was having these things. 


The fire is mentioned in connection with the following forms 
if at all any form could have been thought of by the poet — the 
Gajāri,*** Ardhanārī,3*5 Sankaranārāyaņa,32% Nrtta mūrti?" of both 
the Tillai Ananda Tāņdava and Samhara Tāņdava of midnight,??9 
Gan gadhara,??? Lingodbhava?9 and Kāpāli.3%1 


XV 
Ash: 


(a) 

Siva is described as having besmeared the sacred ashes all 
over the body — *'Potiyār méniyanz.99? This ash is white — “Ven 
niru pūci”. The ash is the dust of the cremation ground and 
the Lord looks upon it as an adornment — “‘Cutalat-p poti apintu’? 334 


The Pantaranka dance is so called because of the whiteness of 
the ash on which Siva dances. When He thus dances, the white 
dust or the ash of the burning ghat rises up and covers all His 
body. Ārūrar refers to this with the help of the word — ‘Btu? — 
* Vīrērun tirumēni”.5 The whole body becomes full of this ash 
and the fullness is referred to with the verb ‘Ar’ — Niīrārmēni” 33% 
*Potiyar mēni”'.537 The body gets attached to this dust and the 
Lord receives this as though it were very precious — < Poti-k kol 
mēni”.338 The dance on the ash amounts to a diving into the dust 
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or a sacred bath in the holy ash. The ideas of dance and bath 
are suggested by the verb ‘Aq’ and Ārūrar speaks of ** Potiyati ^ ;339 
* Potiyátu meniyan" 3*9 "The verb *Pücu! — to besmear — is also used 
to suggest the sacred ash which is used by Siva even as others use: 
sandal paste. The poet asks in one place, *Miranri-c cántamar zu 
illaiyo" 31 — ‘Is there no other paste but sacred ash for you?'. In 

other places, he speaks of the Lord besmearing the ash as ‘Cantam’ 
or ornamental scented paste — ‘Cantamaka veņņīru pūcv”.5% The 
poet uses the phrase « Paricāntam”?”! with reference to this sacred 

ash as the beloved paste of the Lord. Or, it may be, a Tamilian 

form of the phrase ‘pariccantam’ or Royal insignia in which case, 

it will mean that the sacred ash is symbolical of divinity. The 

idea of beauty or adornment is suggested by another verb “Ani” 

which Ārūrar very often uses with reference to this sacred ash.*tt 

There is another verb used by the poet ‘Cannitta’.346 The Tamil 

Lexicon gives the meaning of this verb as besmearing. The verb 

in the phrase “Amattar caņnippānāi”** has the meaning of living 

in a place as abode. There is a word ‘candy’ for which the mean- 

ing given in Tamil Lexicon is ‘to be inflamed with passion or lust’. 

If 'Gaņņitta” can be taken as the original form coming from the 

verb whose corruption is ‘Canay’ one can interpret it as that which 

is loved or liked most. This meaning will be applicable to both 

the places in which the root ‘Cay’ is appearing in Tēvāram. 


With reference to this adornment with sacred ashes, there is 
what has been referred to as the ‘Basma snāna” or ''Potiyātal” 
when the whole body gets besmeared with ashes. Our poet refers 
to this as “Mulu niru mey pūcal;%%" *Potittān kontu mey murrum 


= 29.348 Cc = : E p 3 
gucutal; «Modilām potikkoņtu pūcutal”;319 < Meyyai murra-p pott 
piicutal’’ ;35° * Mulu nīraņi méniyan’? 351 
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The sacred ash is worn as three horizontal lines or * Tripundra’ 
in various parts of the body and it is very prominent and striking 
in the forehead and our poet refers to this also when he describes 
the Lord as “Niru tānkiya tiru nutalan” ‚352 ‘the Lord of the beauti- 
ful forehead, which bears the sacred ash’. The poet refers to the 
sacred ash specifically besmeared on His chest along with the 
Mother — ‘‘Tutiyitai nanmatavilotu mirpil potiyamivar".99 The 
significance of mentioning the Mother will be explained later. 


We have already referred to the sacred ash being considered 
as a precious toilet paste. It is as soft as a dust "poti. It is more 
ninute, and subtle than the dust — Nun potr’’54 The word “Niru” 
also suggests the softness of the ash. It is completely powdered 
and is as valuable as the cuggam or scented powder in the prepara- 


tion of which the women of ancient Tamil land spent all their. 


time, energy, money and artistic talent: cunna venmiru *;9955 "Cuņņa 
nir? 399 It is white — “Ven poti" 9? “Vellai num poti 735% “ Ven- 
miru? 359 “Vellai nīru””.36% It is white like milk, **Pal venniru’’ 3% 
There is no admixture of any other colour. It is of pure white 
colour, “Tū vanna miru".9? It is beautiful ash — “Kola nizu’’;36 
«Vatiparnta niru?.9 It may be that in these two references the 
beauty may refer to the beauty of the ‘Tripundra’, the three lines 
of ash One of the love-sick maidens is so very much enchanted 
with it that to her the sacread ash on Siva’s form appears like 


E = se J D 
pearls—“‘Niru nun tīru mem nittilam”” 36 


(6) 


The Absolute as the unapproachable purity becomes of any 
significance to humanity only when it embraces Grace or love 
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which alone can save us. This is visualized as Siva’s embrace of 
the Mother. They are not two separate entities but a united 
whole, where one becomes the other. In poetic language this is 
expressed as an embrace of the loving pair where the characteri- 
stic feature of the one becomes the characteristic feature of the 
other. The honey from the lotus is taken up to the honey-comb 
on the sandal wood tree and there is a union effected, a union of 
sandal flavour and the sweetness of the lotus honey.?9* When the 
rain from the cloud falls on a red soil, a union is effected; the 
water takes the colour of the red soil and the red soil becomes 
liquified taking the characteristic feature of the rain water.?9? Thus 
the poets of the Gankam age spoke of the significance of the union 
of the lovers. Our poet Ārūrar speaks of the Lord's embrace of 
the Mother in a similar vein. There are the strong shoulders of 
the Lord shining as though they will wrestle and become victor- 
iousin all such tournaments of wrestling. But there is no wrest- 
ling going on. Instead, we have the loving embrace of the Lord. 
He embraces Umā, the lady of the great mountain. The Lord's 
chest is full of the sacred ash and in that embrace all the ashes 
are imprinted on the Mother's breasts, and it is probably this that 
Campantar speaks of **Parāvaņamāvatu nītu — “The sacred ash is 
the form of the great Mother'.$ The Mother's breasts embrace 
in turn the chest of the Lord and their impression is eternally there 
to be praised by the worshippers. Siva takes the imprint of love 
and the Mother takes imprint of the pure Absolute. Our poet 
sings of this in one of his beautiful hymns: ** Marrikaļ tin puyamum 
mārpitai nizu tutai māmalai mankai Umai cer cuvatum pukaļa” 399 This 
reminds us of Manikkavacakar’s *Tutikol nēritaiyāl curikulal mata- 


ntai tunaimulai-k kankal toycuvatu potikol vantalalil pullipol irantu pon- 
koli taūkum mārpinanē” 379 


(c) 
In addition to the words ‘Poti’, ‘Niru’, our poet at least in 
one place uses the Sanskrit word ‘Bhuti? otherwise called ‘Vi- 
bhuti?. ‘The sacred ash is the wealth of the Saivites (Bhūti) The 
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Lord carries this ‘Bhāti” in a small bag—*'Bhūti-p pai?! Because 
of this the ash is called "Tūru miru" or the ‘sacred ash’. It is 


precious to the Saivites and our Poet uses this terminology of 
orthodoxy— Tiriiniz ran i872 


(d) 


We have already seen that the poet refers to it as "Poti. It 
is the “‘Cutalai-p poti" or ‘the dust of the burning ghat',??? and, 
therefore, it is a hot dust, ''Cutu pot?,9* or *Cutuvār pori9s 
*QGutalai-p poti”,3'% *Cutta veniru" 3" It is the ash of the bodies 
burnt to dust, *' Venta ven poti" 378 ** Ventār ven poti’; ** Ventanīru” .380 
Thus this ash refers to the final stage of the involution where the 
Absolute stands pure and unadulterated when nothing but the 
Absolute exists. Thus it becomes the emblem or *Pari-c cantam” 
of the gold-head. It is an emblem of purity and unselfishness and 
of the great sacrifice. It also stands as a symbol of the evanascence 
of the whole world where everything is reduced to ashes. The 
whole universe becomes but a handful of white ashes, “‘Pititta 
veņņīru.”381 It is this significance that Ārūrar refers to when he 
speaks of the Lord besmearing himself with the sacred ash with 
an import—‘‘Kurippaki niru konlamivaro".9 And it is this import 
which he wants the Lord to make clear—‘“‘Pofittan kontu mey 
murrum pūcirrennē?”.383 Again he says that his besmearing of the 
pure white ashes has got a significance—''Maruvilāta vennizu pīlcu- 
tal mannum onrutaittē”.384 The greatness of this ash and all its 
implications have been sung in a specific hymn by Jfānāsambadar 
which is reputed to have cured his Pandya contemporary of the 
incurable fever, a hymn which is considered to be very sacred by 
the Saivites. 


371. 7: 57: 10. 

372. 7: 82: 7. 

373. 7: 53: 6. 

374. 7: 33: 1; 7: 83: 5. 
375. 7: 80: 2. 

376. 7: 53: 6. 

377. 7: 18: 2. 

378. 7: 70: 5. = 
379. 7: 24: 7. 

380. 7: 57: 3. 

381. 7: 14: 6. 

382. 7: 33: 3. 

383, 7: 4: 2 

384. 7: 76:-2 
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(c) 


The poet as usual indulges in colour contrast—the contrast 
between the red form of Him and His white paste of the sacred 
ash, **Cempon mēni vemitamivan,95 “Ceyyanai veliya tiru nitrirtika- 
lum méniyan" 9599 His form is red like the ‘kunzi (the red seed of 
the creeper called the crab's eye) and on that the Lord besmears 
the white sacred ash, * Kunri pēlvatēr uruvarē kurippaki nizu kon taņi- 
var?! The same idea of colour contrast is amplified and made 
poetic in relation to the various ornaments of different colours 
which the Lord wears.?59 


In some places instead of colour contrast, he emphasizes the 
beauty of the uniformity of colour. He groups together the white 
ash, the white teeth of the skull and the white crescent of the 
moon.399 In another place he groups together the Vēdas which 
^u stand for crystal clear knowledge, the white ash and the white 
loin cloth all standing for purity, knowledge and dharma.?? Ina 
third place he groups-together the white bull that He rides and 
the sacred ash to be contrasted with the black neck.??! He also 
groups the white ash with the white bull-flag and the white loin 
cloth.%2 


«Nīru” has the significance of the ash coated on the burning 
embers and this suggests the poetic description of the Lord by 
Artrar—“‘Cemponar tī vannar ti vanna nīrrar'393—*He is of the 
colour of the fire in which melts the gold and He is full of ashes’. 
There is another poetic conceit. The form of fire of the Lord is 

= hidden behind the sacred ashes. It looks as though He is putting 
A n this ash to submerge the fire but the fire of poison is emitted 
he serpent which He wears. This is brought about by a con- 
of the activity of Siva and the activity of the serpent or 
Nirani méniyan nerubpumil aravinan’? 39 
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VOLUME III 


PILGRIM'S PROGRESS 
OR 
THE DEVELOPMENT OF ARURARS’ MYSTICISM 
AS GATHERED FROM 
| A DETAILED STUDY OF HIS HYMNS 


GENERAL 
INTRODUCTION 
I 4 
Elsewhere,! the life of Ārūrar had been studied. Cékkilar’s | 
version, which is based upon tradition fand internal evidence of 
the verses of Ārūrar, had been our basis. But there, though re- 
ference had been made to the mystic experiences of Ārūrar, the 
emphasis was mainly on the objective life. What is much more t 
important and interesting to a student of poetry, religion and U 
philosophy is the inner life of the poet, the development of his 
mind, unfolding -and blossoming of his mysticism. The hymns 
sung by him are the expressions of the inner experience. 


II 


It is advisable to study the hymns in groups; for itis not easy sā 
for our mind to take all the Aymns in own sweep, though at the nn 
end we must attempt at getting a complete and unified picture of |. 
all the Aymns as an organic whole revealing the march of our 
poet’s life. The hymns may, therefore, be grouped chronologically = E 
according to the various pilgrimages of the poet. Here the scheme Nub * 
of the arrangement of the hymns may be studied with the help of 
Gekkilàr. b 


III 


The seventh Tirumurai, which consists of A 
been arranged "Payvār” — according to the Pays 1 
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The first twelve hymns are in ‘Intalam Paw’; the next four are in 
*Takkarágam'; the fourteen that follow are in *Naffaragam'; the 
next seven are in ‘Kolli’; the nine hymns that succeed are in *Kollik- 
kauvāņam”; the seven hymns that follow are in ‘Palampaiicuram’ ; 
the next seventeen are in "Takkēci'; the next five are in ' Küntáram'; 
the next one is in ‘Piyantaik kāntāram”; the next one is in *Kāntāra 
paficamam' ; the five hymns that succeed are in *JNattapáta? ; the three 
that come next are in ‘Puranirmai; the next four are in *Cikáma- 
ram; the next four are in *Kurific?, with the one following them 
in *Kaucikam" and another after it in *Centuritt? and the last five in 
‘Pañcamam’. In all, there are seventeen Pans. The Tiruppanantal 
edition and a few other editions separate ‘the Trucculiyal hymn? 


from the Nattapātai one and give it under Waftarāgam,, a tune 
which comes as the third in the above order. 


The ‘Pan’ is the rágam, but the same rágams may be sung on 
9 o 


various ‘talas’ or time scales. If these different time scales are 


taken into consideration, the hymns sung in the same rāgam may 
have various musical forms or "Kattaļais and the Tirumurai Kanta 
Puramam? distinguishes a few varieties in each of these pans or 
rāgas as may be seen from the following table: 


1. Intalam 5 9. Nattapātai 2 
2. Takkarāgam 2 10. Puranīrmai 2 
3. JNattarügam 2 ll. Kamaram l 
4. Kolli 2 12. Kuriūci 2 
5. Palampañcuram 2 13. Centurrutti l 
6. Takkēci 6 14. Kaucikam 22 
7. Kāntāram 2 15. Paiicamam 1 
8. Kāntārapañcamam 2 


l It will be seen that Kollikkauvāņam is omitted in the above 
list. Probably it is included under Kolli. Piyantaikkāntāram also 


is omitted, whereas in enumerating the kattalais for Ārūuars 
hymns, this Puránam speaks of ‘Kāntāramāk o 
Therefore, the Ptyantaikkāntāram 
Kāntāram. 


iya piyantaiyām kattaļai”.* 
a, should be included under 
ut in the statement in the Purānam, ‘Takkēcip 


2. 7: 82. 
3. SS. 40-43. 
4. S. 37. 
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Pēricai yārākki atil kāntāram pirittu irantam’;> how Kantaram becomes 
an integral part of Takkēci is not clear. Lastly, there is only one 
hymn in Kaucikam while the Purāņam gives two kattalais for it. 
Perhaps there is a mistake made by the copyist. If this assump- 
tion is correct, we may amend the poem so as to give two to Pañ- 
camam and one of Kaucikam. We must leave to the future research 
scholars in Tamil music, the elucidation of these forms of Ragas 
and Kattalats. 


IV 


But Gēkkiļār does not consider that this scheme represents 
the chronological order of Arirar’s hymns and he is right in his 
conclusion. No musician is going to follow this method of singing 
in one tune in a particular period of his life and in other tunes 
in the succeeding periods of his life. Cekkilar has to weave out a 
chronological order. He is guided by the traditional story of the 
life of Ārūrar. The hymns relating to the Céra country have to 
come at the very end of 4rürar's life. The references to Cankili 
and the loss of his eye-sight have to come only after Ararar’s 
marriage with Cankili. So also the reference to Paravai can occur 
only after his marriage with this lady. For the same reason, the 
reference to Eyarkon and to Cinkati and Vanappakai should occur 
according to the tradition after his marriage with Paravai. 


V 


The second consideration which weighs with Cēkkilār in 
arranging the hymns chronologically is that of geography. Cēkkiļār, 
the Cola minister, had ample knowledge of the roads and com- 
munications of the Tamil country and he makes Arurar follow the 
Royal roads of Tamilakam. In some places there are certain 
deviations. The hymns themselves contain evidence for these. On 
his way to Muthukunram, Ārūrar forgets Kūtalaiyārrūrs and he is 
reminded of it as we had already seen. In the Tiruppurampayam 
hymn, Ārūrar mentions that he came from Araimerzali to stay at 
Innampar.® 


S. 41, 
7: 85. 
7: 35. 
8. 7: 35: 1. 


Bow 
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In Arirar’s poems, there are more than one hymn to certain 
temples. On the basis of the traditional story of Arürar, Cēkkilār 
takes some of them to have been sung on an earlier occasion and 
some on a later occasion. From Tiruveņņeinallūr, Ārūrar proceeds 
worshipping at certain temples and reaches Tīruvārūr where he 
marries Paravai and sings his Tiruttontattokai. This may be taken 
as his first pilgrimage. Ttruvārūr becomes his place of residence 
from this time. 


The second pilgrimage is to Kuņfatyūr, Kūļili, Nāttiyattānkuti 
and Valivalam and the third is to Tiruppukalür and Tiriuppanaiyur. 
These are not long pilgrimages. Arürar seems to have been going 
to some of the temples in and around Ttruvārūr. 


The fourth pilgrimage is a long one. Therein he goes through 
the Cēla country and the Koku country to return through the 
Cola country and the Natu Natu to Tiruvariir. 


The fifth pilgrimage results in his marriage with Cañkili and 
loss and regain of eyesight. He goes through the Cola country, 
Natunatu, Tontainātu up to Ttrukkāļatti from where Cékkilar says 
Ārūrar sang his hymns on Tirupparuppatam and Tirukkētāram. Our 
saint goes to Tīruvērriyūr and marries Cankili. He leaves Tiruvor- 
riyūr and Cankilz, and loses his eyesight on his way back to Tiru- 


vārūr. Here, he goes through Kūūīcīpuram which he had already 
visited. 


After coming to Tiruvārūr, he goes on his sixth pilgrimage to 
meet Ēyarkēn to worship with him at Tiruppunkūr and then to 
Tirunakaikkaronam. When he returns to Tiruvárür, he meets Céra- 


man Perumal and goes along with him on a pilgrimage, the seventh 


one, to the Pandya and Céra countries. Whilst worshipping at 


Rāmēšvaram in the Pandya country, Ārūrar sings the hymn on Tiruk- 
kētīccuram in Ceylon just on the Opposite shore in Mannār. He 
returns from Tiruvaficaikkalam to Tiruvārūr and again goes on his 


final pilgrimage, the eighth one, to Tiruvaücaikkalam through 
Tiruppukkoliyur. Y 


VI 
It may be noted that Cēkkiļār does not take our Ārūrar out- 
side the Tamil country but makes him sin 


patam and Tirukkētāram from Kalatti and 
ticcuram from Rāmēšvaram. 


g his hymns on Ciparp- 
the hymn on Tirukkē- 
It is not clear why Cékkilar comes 
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to this conclusion. Probably he feels either the country was in a 
troubled condition or that Ararar's life was too short to allow this 
long pilgrimage. Possibly he feels, if our Saint has visited Tiruk- 
kētāram he could have sung his hymns on other northern temples. 
In the Tirukkétiram hymn, Ārūrar refers to Kurukkēttiram and 
Gódavari along with Kumari and Ciparppatam. He simply says 
in that hymn that we should mention the sacred name of Tirukkē- 
taram. But in the sixth verse, he refers to Bhaktas bathing hap- 
pily in the sacred waters of Kurukkéttiram and Godavari. In the 
seventh verse Arirar, our poet, speaks of the singing of the Tamil 
verses at Ttrukkētāram. That means there must have been a 
number of pilgrims going to North from the Tamil country. Ifina 
few cases we can assume that drūrar sang the hymn without going 
to the place mentioned therein, it is difficult to establish that he 
went and sang the other hymns in all the respective temples of 
the south. Pilgrims have been going from the northernmost limit 
of India to its southernmost limit and from its southernmost limit 
to the northernmost limit from the times of the Cankam poetry. If 
Tirumankai Alvar could have gone to Badarikāšramam there is no 
reason why drūrar in the same Pallava age could not have gone 
to Tirukkétaram. 


Whatever might be said to the pilgrimage to Ttrukkētāram, 
there is no reason why he could not have visited Ciparppatam per- 
sonally. The description of Ciparppatam, for there is nothing else 
but the description in that hymn, makes us feel that he is describ- 
ing his own experience of the elephants, the deer, the boars, the 
peacocks and the parrots which he met whilst going up through 
that hazardous route to that mountain. 


The same may be said of his hymn on Tirukkéticcurram in 
Ceylon. From the Ramnad district, one can easily sail to Manyar 
from where one can easily go to this temple. (The boat leaves 
Danuskoti now to reach Mannar). There are other places in the 
Rāmnād district from where one can reach Ceylon by a shorter 
route. Perhaps, Cēkkiļār, who ought to have known this, does 
not feel certain that a Brahmin like Ārūrar or Campantar could 
have crossed the seas setting at naught the rules against the sea 
voyage. It is very difficult to reject the description of Palani on 
whose bank this temple stood, the description of the ships standing 


9. 7: 78: 6. 
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at the harbour of Mātēttam and of the gardens round the temple 
as hearsay. The Ceylon prince Mānāparaņam was a great friend 
of Narasimhavarma Pallava and he fought against Pulakēsin. 
Narasinhavarman sent a fleet to help Mdavaparanan to regain the 
Geylonese throne. He returned to the Pallava country. Again 
probably during the reign of Rajasiriia another fleet was sent and 
he became firmly established as the king of Ceylon. In an age 
of such intimate relationship between Ceylon and the Pallava 
kingdom where Ārūrar was born, one can easily believe his going 
to worship at Tirukkētīceuram. No rule or regulation can stand 
against holy desires for worshipping at Siva’s temples. We know 
of Sivācāryas going to distant eastern islands. 


Whether we agree with Cékkilar or not about Ārūrar not 
personally visiting Tirukkētāram or Tirukkéticcuram, we cannot 
quarrel with the place which he had given to these hymns in the 
chronological arrangement of Ārūrar*s hymns. 


VII 


Gēkkiļār has taken all the available materials including the 
tradition, for arriving at the chronological arrangement of the 
hymns. Yo a certain extent the internal evidence itself justifies 
this arrangement. But it must be stated that if the traditioa is 
not accepted, the whole arrangement has to be given up. As 
already been remarked, except for a few points, there is nothing 
improbable in the traditional story. "Therefore, there is no other 
way but to accept this chronological order and trace as far as 
possible the development of his poetry and philosophy. 


But our examinations of the hymns which follow suggests that 
at least 1n a few cases a different arrangement is called for. The 


temples of Kotiku Nātu perhaps were visited only along with the 
Gera. The visit to Malapati, Pāccilāccirāmam, Anaikka, Paiūnīli, etc., 
also must have taken at about this time i 


à ei Our study, as will be 
mentioned later on, also justifies certain other alterations 
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PART I 
TO ĀRŪR 


Introduction 


I 


Coming to arrange the hymns conveniently, the first group of 
hymns may be taken as consisting of all the hymns which our poet 
had sung before he started on a pilgrimage from Ttruvārūr — i.e., 
from ‘Pitta pirai citi’ hymn to the ** Tiruttontattokai! hymn. 


II 


These hymns express the first flush of the mystic experience, 
giving expression to the sudden joy of the vision of God so diffe- 
rent from what he had known till then, to a realization that he 
would be no longer born and to the feeling of sudden contrast 
which sometimes drives the poet to condemn himself. In every 
one of these hymns he is referring to specific mystic experiences; 
«Having become His slave, shall I deny Him?" (H. 1); *O Lord! 
Bless me with the path of sacrifice and penance (not necessarily 
rennunciation)" (H. 13); “Will I slight Him even for a while??? 
(H. 38); "O, Mind! Take refuge in His feet” (H. 64); “I saw the 
Lord at Kalumalam" (H. 58); “Will the Lord accept me as His 
servant?” (H. 73); “I am the servant of the servants of the Lord” 
(H. 39). Thus are expressed various struggling emotions stirred 


up by the new experience. 
III 


The poet in these verses describes Nature — the river Peynār 
from its southern bank to the northern bank and the beautiful 
city of Kalumalam. He always thinks of the floods rushing with 
flowers, fruits, sandal, bamboo, ivory, peacock-feathers and pre- 
cious gems, These are but the beginnings of his Nature Poetry, 
the Nature wherein he sees the reflcction of His Lord. 


IV 


Our poet's love of purāņic stories is also revealed in these 
hymns, stories which have a mystic significance. Perhaps this is 
one way of our poet speaking to the common man. Salvation is 
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for all; to bring about this, God has become enshrined Himself 
in the Temples and our poet has come to serve the Lord in this 
sphere by singing the various hymns of the temples to be sung by 
the people of the world. 


V 


In every last verse, the poet assures the readers of his hymn 
that they will be saved. The first hymn has no such assurance; 
probably this scheme comes to his mind only from the second 
hymn. In some subsequent hymns also our poet has not chosen to 
specify any result flowing from a recitation of his hymn probably 
because he thinks that such a singing itself is a patent bliss. In 
these hymns of the first group, he assures the readers of the bless- 

| ings of the path of Tapas, of the attainment of Truth, Salvation, 
| Fame and Rudraloka add of their becoming the followers and 
lovers of the Lord and suffering no more misery. Thus the ideal 
is described as absence of misery in a negative way and as Truth, 
Salvation and Fame in a positive way. These positive aspects 
| further suggest as the other side, the miseries of the world as 
| consisting in delusion, bondage and infamy which are also direct- 
| ly referred to. Fame is something more than the worldly fame. 
| In this connection one must bear in mind the conception of fame 
IB e as idealized by Tiruvalluvar, which must have been in the mind of 
i Bie : our poet. The ephemeral and changing world — and our poet 
"ij i also refers to this evanescence in this very group of hymns — true 
. to its nature, is there to swallow us and reduce us to dust. The 
great ones escape this; they die to live for ever. This is fame; 
this is eternity; this is the achievement of their full life and per- 
sonality. Taken in this sense, salvation can alone be looked upon 
as true fame. The bliss is attained through Tapas or sacrifice, and 
penance, through the Love of God and through service unto Him 
sugā His follower. Becoming a follower is itself an achievement 
worthy e mete ar dedication to His service — submission to His 
vill — taking refuge in Him and living in that divine communion 


or identity. Prayer and worship are also expressions of this love. 
EX; rs ķi wn 


.—————— se 
C NN 


mn itself, Our poet is emphasizing the 
s relationships-—Sarvavida bandhu — 
1 Lord loves all and He is 
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Manikkam and Amutu (Amrta). He is the Master, the Guru; He is 
everything. The eight forms—the ‘Astamirta of Siva referred to 
as the unique theory of the Saivities in Manimékalai are also men- 
tioned by our poet and yet He is the Great Beyond. “He is V”, 
our poet exclaims, suggesting the Upanisad mantra, “Aham Brahm- 
āsmi”. This term may be interpreted as an expression of monism 
or qualified monism, even as the reference to Rudralēka may be so 
interpreted. But this monism cannot be of the extreme type leading 
to Solipsism but of the type of Practical Vēdānta of Ramakrishua, 
for then only there can be room for worship, prayer and poetry. 
It is because of this practical Vēdānta that our saint passes easily 
from the personal to the impersonal forms of the Lord. He is 
immanent and transcendental. 


VII 


These hymns mark various stages in the first period of our 
poet’s mystic life. He refers to his earlier life—the life he led 
before he was saved and condemns it. But these are exaggera- 
tions—appearing to him as detects only in contrast to the divine 
experience he is enjoying. Even in the midst of condemnation, 
there is a feeling of bliss and confidence. His confidence in the 
very first hymn, that he will have no more births is significant. 
He speaks of himself becoming a slave of Him. He begs for the 
path of Tapas. Tirukkalumalam hymn is important as giving an 
autobiography of his mystic life up that time. It makes direct 
reference to his experience of the Lord coming to save him who 
had been in quest of the Lord, though under delusion. ‘The im- 
portance of the cult of the Bhaktas or the worship of the Bhaktas 
as God Himself is very well brought out by Tiruttontattoka: where 
we have noted the ancient Indian conception of Mahavira, the 
Tamilian abhorrence of the word ‘No’, the Saivite ideal of kingship, 
the doctrine of Grace, the characteristic feature of the Bhaktas 
consisting in truth, sincerety and self-sacrifice, the doctrine of 
Tēvāram that the Lord can be attained through Art, the import- 
ance of inner vision, the significance of the outward forms of wor- 
ship and the life of self-surrender and communion. 
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|. CHAPTER I 
TIRUVENNEINALLUR 
(Hymn 1) 
I 


In the first hymn, when drūrar speaks of being blessed with 
ļ the unique Grace of God, 'Peralākā Arul’, (2)* the poet must have 
“7 had some mystic experience of the Lord. He refers to his previous 
condition, his futile life of wandering like a ghost, only to become 
fatigued and tired without any thought of the Lord. He con- 
demns his past life as that of a cruel liar, an ignorant fool, wast- 
Y ing life even as an idiot would his wealth. But, on receiving the 
e Grace of God, he asserts that he is always thinking of the Lord 
T without ever forgetting Him (1, 3). The Lord, he feels, is there 
to bless him. He does not want to prattle about things not yet 
clear to him and he begs of the Lord to tell him what the wor- 
shippers receive at the hands of the Lord (5). He feels certain 
that he will be never born and that even if he were to be born, 
he will never grow old (4). He addresses the Lord as the father 
(1); as the mother (3); as the great svàmin or the master (4); as 
the beginning of everything (5); as the great path (8); as the 
beautiful person (9) and as the precious things of the world (7). 
The words denoting the relationship occur at the most emphatic 
place—in the beginning of every fourth line. Like all great mys- 
tics, he sees God in everything and sings of the Lord becoming 
the flesh, the life, the body, the world, the space, the land, the 
n emot 


gain, like the mystics, he speaks the language of the Purà- 
à easque The Lord is crowned with the cres- 

ik fire (6). He burnt the three castles 
he bull (4). He carries the mālu (9). 
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disappeared into the temple. The temple itself was known as 
‘Arutturai’. Our poet speaks of his being blessed with the special 
Grace of the Lord and addresses Him as *Aruļāļā', the Lord of 
Grace or Arul (1). All the activities of the Lord consist in remov- 
ing the sufferings of those who worship Him (9). One wonders 
whether it is because of his receiving signs of divine Grace in this 
place, or whether because the place is itself called ‘Arutfurai’ our 
poet describes the Lord as ‘Arulal@ (1). *Aruļāļām” is a beautiful 
conception of the Lord and we find it popular even among the 
Vaishnavites for Aruļālapperumāļis one of the beloved names of their 
Lord. 


III 


*Unakkāļāy ini allēn enalám£" — ‘After having become your 
slave, can I deny my slavery?' — This is the burden of all the 
verses in this hymn. Itis probably because of this that the tradi- 
tion speaks of Ārūrar first denying his being a slave and later on 
reconciling himself to the inevitable. With the addition of a word 
describing the Lord as forming various kinds of relationship, this 
refrain forms the fourth line in every verse inclusive of the last 
verse. The third line runs, if we exclude the first word which 
varies according to the poetic assonance, as follows: ‘‘Pennattten- 
pal vennei nallür arutturaiyul? — < Arutturai of Veņņeinallūr lying on 
the southern bank of Pennār or Peņņai”. The first two lines des- 
cribe the Lord except in verses 2, 3 and 10. 


In verse 3, the second line describes the Pennar and in the 
tenth verse the first two lines describe the river. The flood carries 
bamboos (2) and other plants (4). It dashes and pushes along 
gold, gems, and diamonds (3); therefore it appears to be full of 
lightnings (3). The river is full of pollen dust (5) and honey 
(7), probably because of the flowers it carries. It thus looks as 
though specially adorned, The phrase, ““Minnar Peņņai” (3) 
seems to involve a pun on the word ‘Pen suggesting the beauti- 
fully adorned bride. It is rich in fertility (9). It receives all 
the waters of the cloud streaming into it (10). It begin to hew 
down its own bank, with its hands of waves (10). It is famous 
in all the cities of the world, pushing along many 4 valuable 
shining gem — thus runs the famous Pennar (10). All through 
this hymn runs his love of Nature, here the beautiful river of Pen- 
nai wherein probably he sees the reflection of God. 
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CHAPTER II 


TIRUTTURAIYUR 


(Hymn 13) 


I 


The second hymn which is sung at Tirutturaiyūr is included as 

the 13th. After the spiritual revolution, there is naturally a re- 

| vulsion of feeling against the world. He, therefore, prays in this 
Y hymn for the path of renunciation and sacrifice (Tava neti). Here 
again, headdresses the Lordin endearing terms of worldly relation- 

ship, as the lover (1), the father (2), the mother (3), the brother 

(9), the master (7), the Guru or Sista (6), a loving friend (4), an 

elder brother or chief (Aiyā) (8), and God (10); in short, as one 

who assumes all forms or roles (Véfam) (5). The poct’s love of 

nature, representing, as it were, the concrete form of the Lord, is 

definitely expressed in this hymn, for, in all the verses, the first 

zs three lines are taken up by this description of Turaiyur, on the 
banks of the river Peņņār, wherein bathe bhaktas and beautiful 
damsels. The saint has reached a state of self-confidence. No 
more does he condemn himself as aliar. He assures us, in the 


last verse, that he will never speak any falsehood and that those 
who follow Him will attain nothing but truth. 


II 


If Venneinallür ison the southern bank of Peņņār, Turaiyūr 
n northern bank, The mountain streams roll together as 
i &r pushing along precious gems and dashing 

ee ing and dashing the pearls, runs Peyņār (2); 

if | nd black ‘akil, casting their fragrence 

TS Peņņār descends (3); uprooting 
buds and bringing them and — — 

t 


flowers and van? 
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it brings and dashes them all so full of buds (6); rushing along 
with the beautiful peacock feathers and white foam, it brings 
them full of pollen dust and dashes them all (7); pushing down 
véenkai and konku, of unplucked flowers, it brings and dashes 
them to fill up the fields (8); the clouds of the sky stand and 
shower their rain and the river brings and dashes the water to 
enrich the lands with alluvial soil (9). 


III 


On its northern bank stands Turaiyür wherein bathe in the 
waters the damsels of broad collyrium-fed eyes (8), and the doll- 
like virgins (9) of waists adorned with mékalai (1) speaking 
musical words like sugarcane (4). It is thus surrounded by ponds 
full of flowers blooming and ready to bloom (7) — this is the 
state of beauty. Many monkeys dance—even the animals seem 
to imitate the dancing Lord (3). The music of songs, dance and 
drum, does not cease (6). Bhaktas frequent the place praising 
and worshipping the Lord (2). Human art is not absent; the 
palaces full of gold surround the temple (5). 


IV 


The pattern of the verses is as follows: the first two lines 
describe the Pennār and the third line Turatyür. The fourth line, 
as already stated, ends with the words ‘Unai vēntikkolvēw tava 
nérye’. The first line ends in ‘unti (1, 2, 3, 7) or cat’ (4, 5, 
6, 8) or ‘poliya’ (9). The second line ends in the words ‘“Konarn- 
terriyor Pennai vatapal" except in verse 3 which ends-in the words 
*Punal vantili Peņņai vatapal’ and the 5th which ends in *Vanter Tt 
ör Pennai vatapāl”. If 'err? is taken as a conjunctive participle, 
here is no other verb with which it can go, unless we take for" 
as one such in the sense of ‘coming to senses and cogitating'. 
Therefore, it has to be taken as a noun (that which dashes) put 
in apposition with Penzai. Or, it must be changed into some 
othér verbal form such as ‘erra making thus possible the beauty 
described in the third line. The lOth verse, we had suggested 
(in our essay on Numbers), may be an interpolation and it does 
not follow the pattern. The uniformity of the pattern extending 
even to lines, stamps this hymn as an early poem of our saint, 
inspite of the reference to Tafas which naturally does not mean 


renunciation. 
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In the first hymn, our poet gave out his name as Arüran but 
did not specify any good emanating from its recitation. In this 
hymn, he states that those who are masters of this, of Oran of 
unfailing or neverlying Tamil, (or, it may mean the Tamil of 
Ūran who never speaks falsehood), will truly be blessed with the 
path of Tapas. Our poet, in singing the hymn, has experienced 
the attainment of this path of Tapas and that is why he assures 
the readers that they will undergo the same experience (11). 


| 
| 
| 
| 
| 
| 
| 
| 
| 
| 
| 
| 
| 
| 
| 
| 
| 
| 
| 
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CHAPTER III 
TIRUVATIKAI VIRATTANAM 


(Hymn 38) 
I 


The starting point of the next hymn (38) is his remembrance 
of his past disregard for the Lord, but here, there is no sorrowful 
feeling of remorse. The disturbance, therefore, in his mind has 
come to an end. “Will I ever slight Him even for a moment?— 
that is the refrain of the verses in this hymn. It amounts to say- 
ing he shall not. “I live in the hope of being crowned with the 
feet of the Lord,, he cries (1). Is there any one in his world who 
does not know his father or Lord?" — he asks (1). He, it is true, 
calls himself a foolish dog (1), but this is an expression of self- 
surrender — revelling in the service of God rather than an ex- 
pression of self-condemnation. There is a feeling of hope colour- 
ing this hymn. The poet escapes from the burden of sinfulness 
and asserts, “What does it matter if I had forgotten in the past, 
my Lord? What if I had remembered Him then? Today I live 
happily blessed with a heart which shall never forget Him" (2). 
His is an expreience of bliss. The Lord is as precious as gold, 
good rubies, white and shining pearls and He is like the coral 
mountain (2). He is the nearest of the nearest, the father (and 
the mother) (3), nay, He is the father of his father (4) — perhaps 
the saint feels that his heritage has been purified. God is sweet 
like the sugarcane and the candy (3). He is everything sublime 
— the four directions, the wind, the fire, the sea and the moun- 
tain top (4). He is the Great Beyond, who is at the same time 
the very ‘I’ (4). Like other great mystics, our poet revels in his 
feeling of identity with God. The identity and uniformity reveal 
the Absolute of the great law (vidhi) (4, 6). It is the law of 
union of the loving Lord inseparable from the loving saint (3). 
“Even he had been saved”, (7) this our saint had already ex- 
pressed. The Lord, out of His love and pity, showers the blessing 
of salvation on the souls struggling in the sea of Karma (7). 


He lovesall, the sinner and the saint, and this harmony, our 
poet sees in its concrete form, in the matted hair of the Lord 
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where sleep together the crescent moon and the saponi (3, 6). 
There is the eternal Grace in the form of the mother (3, 5, 6). 
He is the great father of the beautiful Muruka (5, 8) and He is 
with the Mother overflowing with beauty and sympathy (5). 
The sufferings, He destroys. Has He not swallowed the poison 
and does not the throat shine ever blue? (1, 7). He has killed 
the elephant and covered Himself with its skin (1, 6). He is the 
Lord of the bull of Dharma (1, 10). He has destroyed the three 
cities, the three castles of the air (7, 9). Egoism can never stand 
before Him and the pride of Ravaya came to naught (9). He 
dances on the burning ghat (1) with the bones as His ornament 
(10), that eternal dance of the Absolute spreading its hands (7) 
on the eight points of the compass, when nothing but that exists 
swallowing everything within its omnipresence. ‘I have disre- 


garded Him in my speech. But all the same He is my lover 


though unknown to others. How can I slight Him even for a 
moment?” (10). 


TI 


The Lord is impersonal and personal. The beauty of the 
Lord, like the red glow of sunset, captivates our poet's heart (8). 


“Though He is the Lord of the Dēvas, He is mine" (8) exclaims 
the saint. 


Ill 


Our poet feels that God has a special love for this Tamil 
land which lies on the South (8) and this probably makes him 
all the more happy. He repeats the significance of this name he 
has coined for the Lord, Tenia» by explaining it as the One whose 
mind never goes to the North, East or West. He is the Southerner 


on the crown of the great Southern Pandya, Netu Mara, the con- 
temporary of Campantar. (8). 
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CHAPTER IV 
TIRUTTINAI NAKAR 
(Hymn 64) 

I 


Once again the world and its temptations become visible. 
The mind, which is a creature of habits, attempts to remember 
with pleasure the temptations which appeared to be pleasant. 
There is also a terror, born in the mind, because of the new spiri- 
tual awakening. Our poet, therefore, addresses his mind in the 
next hymn (64), sung at Tiruttinai nakar, now known as Tirttanakiri. 
Whilst this internal struggle is going on, there comes to his mind 
the vision of the Lord with His shining forehead besmeared with 
the sacred ashes, the symbol of purity that which shines as the 
Absolute, when everything is swallowed in it. In the fore-head 
shines the eye destroying all egoism and obstruction. The damsel 
on the left represents to our saint the great divine principle of 
Grace. The Lord appears to him as perfect without any defects, 
a beautiful personality holding up the Ganges within His matted 
hair, the great flame of Divinity beyond the reach of the eternal 
ones. This is the Sprout of Siva (1). 


II 

Encouraged by this vision, our poet calls his mind to take 
refuge at once in this glorious Sprout (1). He begs of his mind 
tolisten to his words and assures it that there is no cause for 
fear. The only way to get rid of birth is to take refuge in the 
Lord, the Lord who destroyed the three castles in the air— pro- 
bably Ararar feels that this destruction, as already explained by 
Tirumūlar, is the destruction of the effect of the three malas 
which lead to birth and death (2). He further proceeds to advise 
his mind not to end his life by becoming a prey to the disease, 
deluded by passionate attachment to women of beautiful eyes. 
The Lórd of Dharma, the bull, the Beginning of everything, the 
father of His followers, the Lord of Grace,—the form of our 
Mother,—who alone could save us—in Him we have to take 
refuge (3). “Doing sinful acts and prattling many things in this 
wide world with a confused mind, you tire yourself out for your 
livelihood and fall down unconscious crying, "Alas! To escape 
from this calamity, using your reasoning capacity think of the 
T. 73 
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greatness of the Lord who removed the obstructions of the rude 
elephant and wore its own skin as the symbol of His greatness, 
He is a precious gem, who is the Almighty (or near to us as our 
son) sweet like the heavenly nectar and who is the Lord of all 
Gods. Take refuge in Him” (4). 


“You think much of this life which counts for nothing and 
you go on amassing wealth. Your body suffers in this caon and 
yet you speak that you can live for ever; alas! my mind! be con- 
vinced that this is all a delusion. Take refuge in the Lord with 
shoulders firm like pillars or mountains, in the great Dancer of 
happiness moving us all”? (5). “Leave off this evanescent life of 
falsehood. Even the bodies of the monarchs who ruled the world 
and performed Dharma decayed and they suffered and died in the 
end. Heis the great power, greater than all. He holds in His 
hand, the serpent (of this Universe, which expands its hood as an 
act of creation and contracts it as an act of destruction). He is 
the great father. Oh, my mind! take refuge in Him” (6). ‘But 
for His support we cannot cross the sea of life, however much we 
may purify our hearts, perform tapas, grow matted hair and wear 
bones as ornaments. These, but bespeak our egoism. Take refuge 
in the Sprout of Siva praised by all, as the Great Beginning" (7). 
“This life will depart from this world, whilst the loving relatives, 
powerful allies and others, keep awake and watchful, only to weep 
in the end. Realize this, get rid of this turmoil of foolish life 
and take refuge in Him: the Lord of our Mother, our very life, 
the destroyer of Death, the great God’? (8). “Take refuge in Him, 
leaving off the vain paths, before many come to speak ill of us” 
(9). “Slighting this life of great falsehood, we can escape” (10). 


Thus our poct, convinced in his mind, assures that the salvation 
will result to those who sing these verses. 


III 


Our poet is said to have sung a hymn on Cidambaram. This 
hymnis not available. A summary, however, of it, is given by 
Cēkkilār. The world does not consist merely of wealth, women, 
relatives and egoistic tapas. It also reveals to us the Grace and 
the beauty of the Lord. The beautiful forms are but incarnations 
of the Lord, inspiring reverential love for Him. "Therefore, when 
he saw the vision of the dance of Siva, our poet confessed, accord- 
ing to Cēkkiļār, that his birth in this very world giving him this 
vision was the purest and the most blissful of births. 


"e. 
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CHAPTER V 


TIRUKKALUMALAM 
(Hymn 58) 
I 


At Tirukkalumalam or Cīkāļi, he had another spiritual ex- 
perience and he explains in every verse of this hymn (58) that 
he has seen and realized Him. In the last verse, he says he has 
realized the feet of the Lord, unknown except to those who weep, 
bearing no separation from Him. This hymn is an expression of 
his bliss. 


II 


“J have seen the Lord who had showered His Grace on me, 
ordaining me for that purpose and saving me from birth and 
death" (1). “He has blessed me, with a mind which never forgets 
Him, that great gift of not being born without ever escaping from 
the Lord. Who can get this gift like me? I sing of Him to have 
a glimpse of His blue throat. I am capable of going unto Him 
and embracing Him” (4). “I worship Him whilst my mouth goes 
on uttering His names with reverential fear. The mind which 
fritters itself away in many ways because of its old karma has 
been made one pointed. 1 have been asking for the temples of 
the Lord for many days. I have now realized Him at Kalumalam”’ 
(5). "Once I was afraid of the powerful and great karmas. I 
suffered but I have been blessed with a mind which can never 
forget the Lord. I have become all love. My whole body has 
become happy and I am praying unto the Lord and worshipping 


at His feet; that is the law. I have realized the Lord, that sweet 


sugar-cane, removing the birth, root and branch, that sweet 


honey, that nectar. Slowly springs up as 4 bud and blossoms into 
a flower in my mind, that Great Master, the embodiment of 
Dharma" (6). “I know of no other prop for me in this birth or 
the next. I do not consider even my loving relations as of any help. 
I think of Him that brilliant Light I worship, as my great prop 
and support. I do not know of anyone but Him that is the 
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knowledge I had received for being saved” (2). He is the- 
youngest of the youngest, and the oldest of the oldest. In my 
dream He has been one with me and when I have opened my 
eyes I could not see him. I have realized Him at Kalumalam" (3). 
“He has taught me and made me realize salvation, true knowledge 
and the various paths, unknown even to the eternal ones” (2). 


«(Others were praising Him; the saints were worshipping Him; 
imitating His lovers I also followed them. It is said that the 
elephant will fall into the net spread out for a hare. I followed 
those who struggle for attaining Him and I have realized Him 
at Kalumalam, that cloud which is so dear to the cultivator, the 
wealth and brilliance of gold, that flash of lightning, that thing 
which I can call all my own” (7). Even the sins born of thought 
are destroyed by those who think of Him and worship. That is 
the brilliant flame, the Lord of the Mother, the precious gem, 
the secret of the Vēdas, the fame of all descriptions. Our shining 
light, unknown to the two, I have realized at Kalumalam" (8). 
He is everything in all the eight forms, our Lord who has become 
one with the mind of a stranger like me, even as the water 
consumed by red hot iron becomes one with the iron” (1). “Those 
who are sure of their ‘Marai’ reside in the house”. That is how 
delusion works. They bathe in the *tanks"—thus goes the world. 
All this life and ceremonies appear to be very real. Unfortu- 


nately I have not realized that all these appear true because of 
His support” (9). 


This verse (9) is not clear. The following meaning may be 
suggested: “Marai ifaittuņintavar*—He who had been realized 
through the Vēdas, i.e., Siva; * Manai itai iruppa’? —whilst the Lord 
resides in this house of a body; ‘“‘Vaticanai ceytavar’—the five organs 
duped us all; *Poyakaiyum maya’’—their falsehood and activities 
were made to die away; *"Turai-yurakkuļittu”—the Lord made us 
approach the ford or path of jūāna and bathe in (the experience 
of) the divine bliss; Ufatāka vaittu”— thus He had made us to 
be the truth of existence; *"Uytta”— He had taken us along the 
path of NWO “Unmai?”— this is the Truth: but it is also, 
" Takavinmai"— my unfitness: *Orzg?. this I have nat realized" (9). 


mud the sight of the spouting cresent moon on the 
matted hair. ie 1s our Lord, the embodiment of infinite Grace, 


swallowing all our sins of poison: there shi 
ind; : 3 shines the b t 
reminding of this —I have realized Him at emala ex throa 
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III 


It is clear that our poet had a great spiritual experience when 
he sang this hymn. The blissful, so precious and so significant that 
he is sure that he will never die. This dream reminds us of a 
love-sick maiden and the word he used *viraw? (3) justifies our 
interpreting it in terms of mystic love. The simile of the red hot 
iron consuming water emphasizes this mystic unity or identity (1)- 


IV 


The Puranic stories are also mentioned—the Lord sharing the 
body of the damsel of the mountain (1), the mat-lock carrying 
the Ganges (1), His white ear-ring (1), His fatherhood of Subrah- 
manya (3), His dance (3), His kowrai flower (4), His blue throat 
(4), His battle axe (5), His form of lightning (7), His being beyond 
the reach of Visuu and Brahma (8) and His crescent moon on the 
mat-lock (9). 


V 


Our poet calls the Lord, the chief (Talaivan) (1), the father 
(Emmān) (1), the patron (Pirēn) (1), the transcendental reality 
(Katavul) (2), the master (1), elder brother (Azyaw) (6), the Person 
of Dharma (Aravan) (6), Wealth (Porul) (7), the significance of 
Vedas (Maraipporul), (8), the Ruler of great Grace and mercy 
(Pérarulalan) (9), the Guru (Atikal) (9), (10). (We had to distin- 
guish among these terms, some of which are often used as syno- 
nyms). The term (‘‘Pérarulalan’’) (9) is significant. He also refers 
to God as ‘Envakai Oruvan’ (1), One who appears in eight ways— 
the five elements, the sun, the moon and the soul. 


The other important term which is the basic truth of Saivism 
is Pasupati (5), the Lord of the fettered souls. Our poet describes 
the Lord as the sweetest thing (6) (honey and so on) gradually 
developing as a great spiritual bliss (6) (the bud, the flower and 
SO on), the most precious thing (8) (the gem and so on). Manik- 
kam (8) is a description of which our poet is very fond of, and the 
brightest light of knowledge (8) (Oli). He is fame itself (8). He 
is full of Grace but He is also the law and Dharma (5, 6). The 
only way to reach Him is to weep and cry for Him (10). 


VI 


The description of Kalumalam is also given. It is the oldest 
city which floated on the sea at the time of the destruction of the 
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world (1). It is even now on the sea shore where go and come 
the tides of the dark roaring sea on the ‘kantal’ grown banks of 
lagoons (5). The city is beautiful with many a garden of plan- 
tains and sugar-canes (4) and with fields where AN thick the 
great paddy (6), where play the swarms of ‘kayal’ (carps) with 
vāļai (sword fish) (7). Our poet also refers to Tiruttinai Nakar (3). 
Our poet calls himself ‘Uran’, a contracted form of Ārūran, and 
the loving (son of) Cataiyaw (19). Those who sing this hymn of ten 
verses with hands raised high in worship are the followers of the 
Lord; and misery and affliction will never come near them—that 
is the assurance our poet gives (10). 
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CHAPTER VI 


TIRUVĀRŪR 
(Hymn 73) 
I 


Tiruvārūr became the permanent place of Zrürar's residence 
and his Aymns reveal a special attachment of the poet to this place. 
It is here he is said to have married Paravai. The first hymn 
according to Periyapuranam sung here, viz., hymn 73, is not a hymn 
of joy or bliss. Feelings of joy and despondency succeed each 
other in the lives of the mystics. When they think of the mystic 
experience, they are full of bliss. But when they open their eyes 
to the world and contrast their previous condition with this state 
of divine joy they pass into a mood of self-condemnation and 
this hymn gives expression to one such feeling of despondency. 


II 


In the first verse, the poet speaks of Siva as Rudralokan, the 
Lord of the Rudra world. It is not always clear in Indian poetry, 
whether the divine world the poet speaks of, is an actual world 
or a spiritual plane, representing the highest spritual experience. 
Here itself, our poet speaks of our Lord as commingling in all our 
speech whether in the morning or in the evening, whether on the 
bank oron the sea or on the mountain (1). This may either mean 
that everything we talk ultimately refer to Him; for nothing exists 
apart from Him. Or, it may mean in the midst of worldly talk, 
He suddenly inspires our speech. Either way this description 
emphasizes the omnipresence of Siva. 


IU 


It is another characteristic feature of the mystic poets especi- 
ally in India, that they pass without any difficuly from the per- 
sonal to the impersonal forms of God and vice versa. Here, in the 
very first verse, Arūrar speaks of the Lord as the husband of the 
damsel of the mountain; the king of the vānavgs and tanavas (1). 
Our poet speaks of the Lord with the matted hair, shining with 
the crescent moon, the serpent and the water (4); He who is be- 
smeared with the ash (5); He who has adorned Himself with 
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konrai wreath (7); He who had restrained Ravana (8); the Eternal 
God worshipped by Kumara, Brahman, Visņu and other Dévas (9); 
the Lord who had swallowed the poison (10). In every one of 
the verses, our poet assures that Siva resides at Arür. All these 
verses are addressed to worshippers of Siva begging them to ask 
the Lord whether He will accept him as his servant. The spiritual 
mediator, a Guru or a brother worshipper holds an important place 
in the practical religion of the Hindus. He is a ghataka, who 
brings about the inter-relationship between the thirsting souls and 
God. In the mystic language of love poetry, the lovesick maiden 
addresses the birds and others (H. 37) to carry her message of 
love to the Lord and the Vaisnavite commentators have interpret- 
ed these as referring to their spiritual Gurus. 


IV 


As usual the first words of the last lines emphasize the varied 
relationships God bears to us. He is the king (1); He is the 
Beginning (5); Heis our father (7); He is the Lord of the Universe 
(8); He is Īša (10) or the Leader He is ‘Jraivan’, the Lord who is 
all-pervading (4); He is ‘Aruttan’, the wealth or that which matters 


(6); He is *Iniyam or the sweetest (2); He resides where the Vēdas 
and their subsidiary ‘azgas’ are recited (3). 


V 


All the verses, except the first, the second and the fifth are 
self condemning. We expressed our doubts about the genuine- 
ness of the 5th verse, where the poet praises himself as one who 
has never departed from the path of justice, as one who brings 
about freedom from trouble or danger, as one who never gets 
angry with Védic scholars and who never goes to those who become 
angry (5). Inthe second verse the meaning is not very clear; 
in the second line, he says he is displeased with those who dis- 
please him; that he never speaks flatteringly. But the first line 
is a glow with his love for the God. “I had not known slighting 
Him on the ground that He stands lonely.” All of a sudden he 
is reminded of the greatness of God and he speaks of Him in hono- 
rific plural as ‘tammai.” “I love Him or regard Him a good deal”. 
The first verse is only a description of the Lord. M the other 
verses the poet is condemning himself; *I never speak things 
direct. I am never a help to those who follow me. apen M 


hearted as a stone" (3). “The path I follow 
i ; My knowledge m 
aprachmegtiofisonguenosand my justice are all SM pes 
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or regard highly, faults and cruelty. I go about doing things as 
I like” (4). “I love or regard most, the wealth. I go about teach- 
ing without practising. I offer no help even to one among the 
many who suffer. I am no prop to those who come unto me” (6). 
I do not cut myself away from the varying rhythms of activities 
of this world. I do not fall at the feet of those who had taken 
refuge in You" (7). ** ‘Nentikkontéyum kilàyppan" — ‘Though mov- 
ing like a worm, I am sure to be enraged.’ This is certain. Even 
unto those who are proud of their strength, I speak only in an 
arrogant way. I know nothing but the fundamental principle of 
the universe” (8). 


This statement does not harmonize with the self-condemning 
spirit of the poem; but the poet may be seeing nothing good 
about him except his reliance on God (8). In verse 2, also, he has 
said he has the greatest regard for God. Or, the word ‘anri’ (8) 
may be interpreted as becoming angry; and the word is used in 
this sense in verse 10. In that case, the poet must be saying, “I 
lose my patience and get enraged at the discussion or statement 
about the fundamental principle and therefore I know nothing 
about it.” 


VI 


“I know not who are our people and who are others. I live 
continuing to see the same things in this world — relying upon its 
phenomenon, rather than on its noumenon. I am fond of the 
bustling noise of the world” (9). “I do not cut myself away from 
the fetters of attachment. I speak defying everyone. If I speak, 
I speak nothing but wickedness. My mind is full of faults. I love 
very much the bustling noise” (10). 


In this way the poet condemns himself, feeling penitent for 
his past life, in a confessing mood; but when analysed, these ex- 
aggerated condemnations disclose nothing but his anger or frus- 
tration and his helplessness in this world. Thus this hymn reveals 
only the moral greatness of the poet. It is only great minds who 
had a vision of their ideal that would confess like this. In the 
last verse the poet speaks of him as one who is capable of think- 
ing in these terms. It is this impatience which our poet talks of 
in this hymn that reminds us of the episode of his first quarrel 
with the Lord coming as the old Brahmin in Periyapuranam. His 

T. 74 
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attachment to the beauties of the world and his feeling at home 
in the midst of the bustling noise, make him unique among the 
Saivite saints. But even in the midst of the varying phenomena in 
the world and its attractions he confesses, he loves only the Lord. 
These characterists give a picture of our saint and remind us of 
Great Janaka living in the midst of Royal splendour, though 
always concentrating his mind on the Absolute. This hymn there- 
fore reveals the subsequent life of our saint. The spiritual revolu- 
tion effected remains unchanged. His firm dependence on God 
is never affected. "There is no fall. His worldly life is but a life 
of divine communion. The Saivwities look upon this as the great 
message of our poet's life. 


VII 


References to the Purāņic stories and descriptions are found 
in this hymn as well: viz., the Lord's bride, His sovereignty over 
the Angles and demons (1), His mat-lock with the crescent moon, 
the serpent and the waters (4), His sacred ashes (5), His bull and 
His wanderings all over the three worlds (7), the vanquishment 


of Ravana (8), the God worshipped by Kumara, Visnu, Brahma and 
other Dévas (9), His feast of poison (10). 


The description of Tiruvārūr as a place of fruit yielding are- 
canuts in the groves of many fruits is significant (2). The city of 


Naval where our poet grew into manhood is full of fertile fields 
and resounds with the soft music of the drum. (11), 


The poet describes himself as Ārūran of Naval, as one with 
the round and strong shoulders embraced by the goddess of wealth 
(11). Perhaps our poet like so many Brahmins of the age like 
Mayirasarman, the founder of the Kadamba family of rulers, was 
politically great as a chieftain. He describes this hymn as Chan- 


dam TE rhythmic hymn sung according to a specific time or ala. 
It is a musical composition and those who can sing it as such will 
attain fame — so assures the poet. 


t That seems to be the pre- 
occupation of his mind, i 
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CHAPTER VII 
TIRUTTOŅTATTOKAI 
(Hymn 39) 


I 


The next hymn which Nampi Ardrar sings whilst living with 
Paravaiyār at Tīruvārūr is the famous Tiruttontattoka: which we have 
discussed at length at another place. 


II 


Certain ideals portrayed in this hymn may be generalized on 
the basis of the descriptive terms used with reference to the saints 
enumerated herein. Residence in a particular place itself be- 
comes a glorious life as is made clear by the phrase *Thillaivāl 
Antanar’. 


III 


Refusing to say ‘No’ when a request is made is the greatest 
ideal of the Tamilians since the Caùkam age, and Nampi Ārūrar 
realizes that this is the message of some of the lives of the Saiva 
saints, and he, therefore, glorifies this kind of munificence; ‘‘J/lazyé 
ennātā Iyarpakai”” (1) “Vallal Mānakkaūcāran” (2), *Cirkonta pukal- 
vallal Cirappuli”” (6), *Karkonta Kotai Kalarirrarivar" (6). 


IV 


True to the ancient Indian conception of Mahavira, Arūrar 
speaks of the path of the Saivite saints as the path of victory. 
*Vellumá mika valla Meypporu?" (1) and perhaps the lives of. some 
of the heroes must have appeared glorious to his eyes from this 
point of view of self-sacrifice and patronage. The victory here 
is born of self-conquest as is made clear by the description of 
“Ninracir .Netumazan" (8), as « Niraikkonta cintaiyal Nelvēli venra 
Ninīacīr Netumāran” (8). 


1. See Vol. IV. 
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Sovereignty is a symbol of divinity as explained by us in 
another place. Itisnota symbol of the power of inflicting punish- 
ment. It is that peculiar form of Grace which protects its subjects. 
It is this idea he emphasizes when he speaks of his contemporary 
ruler as “Ulakelam kakkinra perumāv” (9). We have already 
brought out the special significance of Tamil and Southern cul- 
tures which are the very forms of Siva; and to rule as the very 
embodiment of this culture appears to Nampi Arürar as the greatest 
glory, for instance of that great saint *' Tennavnayulakanta Cenkanar"* 
(11). This conception of Saivite rulership is further elaborated 
in the phrase ** Mummaiyāl Ulakanta Mūrti””, the three being Vibhüti, 
Rudrāksa and Jatā, symbolizing the divine, love and renunciation 


or Tyāga. The conception of tyāga or renunciation is made clear 
by the very name Azyatikal. 


VI 


But it is not a negative philosophy, not a mere running away 
from the world that Saivism preached to Nampi Ārūrar. The world 
is beautiful, with its rich growth of nature, which are all but the 
various playful forms of the Lord. As Appar sings, ‘the Lord has 
no form other than that of Umai, the embodiment of the Grace 
and the whole world is but His dress? — * Urnaiyalāturuvam illai, 
Ulakalātu utaiyatiilai? and also *Tānalatulakam illai” 2 


There are the ever-expanding groves — *Viripolil cūl kunrai” 
(1); the waters with the ripples — * 4/aimalinta punal” (2); ever 


à resounding with the praise of the Lord — *Olipunal? (4); the city 

3 surrounded by the sea — ""Katarkali* (6). The coral on the shore 
drives out the darkness in the old Mylapore of Vāyilān—*' Turaik- 
koņta cempavalam irulakarrum cētit ton Mayilai Vāyilān”. 

" 


This is merely the message of 


=) Nanacampantar's poems and in 
describing the Lord, Nampi 


Ārūrar experiences Him a 
| s the Lord 
of the flower kovrai full of honey and sweet fragrance where the 


ECC E R 
ma hams z Vampara varivantu mananāta malarum matu malar 
nārkonīaiyām” (5). Not only is the world the incarnation of His 


2. 4: 40: 9 and 1. 
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Grace but the enjoyment of the things of Nature is the very com- 
munion with God. That is the message of the life of Namfi 
Ārūrar. He describes the saints as being adorned with flowers, 
and other ornaments from this point of view: "Allimel mullai am 
tar Amarnīti” (1); *"Ārkonta vēr küzran" (6); Mfatalcūlnta tar Nampi 
Itaùkali (9); Varivaļaiyāļ Māni (11). 


VII 


Truth and sincerity are the other characteristics of the saints 
which appeal to Nampi Arürar—'* Meymmaiyē tirumēni valipata nitka” 
(3); "Poyyatimai yillāta pulavar” (7); **Meyyatiyām”” (7)—are some 
of his descriptions of the saints. This upright path is the path 
where stands firm the Grace of the Lord and it is this path that, 
according to Nampi Ārūrar, Appar followed: **Tiruninra cemmaiyē 
cemmaiyāk konta Tirunüvukkaraiyan" (4). Scholarship and art shine 
only when they take the form of truth and sincerity. The glory 
of art and knowledge lies in divine realization. Even illiterate 
Kannappar could be the greatest artist because of his spiritual rea- 
lization. Art thus becomes a mode of divine life; it is the art of 
life. Even the blind can be blessed with this ideal and divine 
life—'*Nattamiku Tanti? (5), where one does not forget the feet of 
the Lord: *Maravātu kallerinta Cākkiyarkkum atiyén’’ (6). This life 
of self-surrender is important. No other protection is needed; it 
is the greatest armour—'*'Karaikkaņtan kalalatiyé kappukkontirunta" 
(8). But that does not prevent the knowledge of the Vēdas— 
“Marai Navan” (11). Rudra hymn of the Vēda is important as is 
made clear by the name "Rudrapasupati"". Honour and love are 
equally important as is made clear by the names “Mani” (11) 
and *Ņēcan'” (11). 


Vill 


The life of service is another characteristic feature of the 
Saivite saints—“Meyyatiyan (7)—they are all humility. g 
according to the divine intuition or ideal is another mark of saints, 
viz., * Tirukkuripputtontar? (3). They may assume any form and 
be in any walk of life, king, minister, hunter, shepherd, Buddhist 
or leader like Campantar or mystic like Tirumūlar or wanderer about 
the world as no more than a ghost or py. It is the inner vision 
and realization that are important. They become onc with the 
Lord and every one of their acts is inspired like the 1nner reality. 
They have no prejudice or passion and what appears to our limi- 
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o ted y vision as acts of sin become dear to the Lord or the Universal 
Consciousness as acts of love and He, out of love, swallows as 
ms what out of fear we look upon as poison and sin. 


M IX 


There is a note of intimacy in the last verse where our poet 
calls Hara as *My own" (11). He calls himself the loving son 
of Cataiyan and Icaiūani, the ruler of Navaliir (11). This hymn 
. represents this kind of slavery and service unto the Lord's follow- 
ers. Those will be happy, who, at listening to this description 
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PART II 


IN THE COLA COUNTRY 


Introduction 


I 


Hymns No. 8 to 22 have been grouped together as belonging 
to the period of his married life with Paravai. He describes him- 
self in one of the hymns as the father of Cinkati (15: 10). The 
Tirukkólili hymn (20) is said to have been sung for transporting to 
Paravai’s house the paddy he received. But it isnot a mere prayer 
for obtaining labourers. It is a hymn of self-surrender revealing 
our poet’s complete dependence on theLord. In the other hymns 
also the poet reveals this self-surrender to the Lord. He points 
out that some of the stories about the Lord have inspired him to 
take refuge in God. 


II 


Our poet in these hymns exclaims to the Lord that he shall 
not think or sing of any one else but the Lord. In the Tīruvali- 
valam hymn (67) he speaks of the vision of the Lord he had there. 
In the Tiruppukalür hymn (34) he assures the poets, that there is no 
doubt whatever in their ruling the heavens if they sing of the 
Lord. Tiruppanaiy&r hymn (87) speaks of the Lord as the beautiful 
one. The Nannilam hymn (98) asserts that the Lord has come to 
Nannilam for saving us all. In Tiruvilimilalai hymn (88) he begs of 
the Lord to bless him as well. The Téruvaüciyam hymn tells us the 
Lord will never allow His followers to suffer. The Tirunaratyur 
hymn (93) points out that, that holy place is the favourite resort 
of the Lord. In the Puttūr hymn, he addresses the Lord as the 
purest and the most beautiful. In the Tiruvāvatuturai hymn (66), 
he speaks of the various stories of the Lord inspiring him to take 
refuge in Him. In the Jtaimarutu hymn (60), he condemns himself 
and begs of the Lord to show him a way of escape. In the Nakec- 
curam hymn (99) he raises a series of questions about the inner 
meaning of His purdnic activities. In the Kalayanallur hymn 6; he 
describes a few puranic stories and concludes that Kalayanallūr is 
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the favourite place of the Lord. Thus, greater emphasis is placed 
on the temple cult in these hymns ln addition to that popular 
appeal because of the stories narrated. In other cases they are 


hymns of self surrender emphasizing the beauty, purity and the 
Grace of the Lord. 


III 


In this period, our poet was probably engaged himself in 
political life but his has not been a happy life that way. The 
Tiruppukalūr hymn condemns the patrons and chiefs of his times 
and begs of the poets to place their reliance on God rather than 
these men of no worth. In that hymn our poet states that the 
Lord is One that gives us food and cloth. Once again, it must be 
remembered that our poet is not addressing beggars but emphasi- 
zing the fact that the Lord is the moving force of the whole uni- 
verse and as such the Giver of all, even to the kings of this world 


and of the Heavens. As against these kings, our poet feels that 
the Lord is the real prince—WNampi. 


IV 


Our poet exaggerates his own shortcomings, probably because 
of the contrast between the divine vision which he is blessed with 
the state of the world in which helives. Or, he is identifying 
himself with the shortcomings of others. He, however, asserts 
that he neverforgets the Lord and that God has come into his 
mind. He accuses that even if the Lord forgets him, he will not 
forget the Lord. The saints usually speak of the two ways of the 
Lord coming to save us: one is the way of the cat which of its 
own accord takes care of its kitten; the other is the way of the 
monkey where the young one of its own accord has to embrace 
forcibly its mother. Our poet has spoken of the Lord of his own 
accord like the cat coming and saving him, but when he is over- 
burdened with the miseries of the world all round. he speaks of 
the way of the monkey though he does not saos that word. 
There is the fear of death emphasized—probably the starting 


point of his message of release from karma and misery. He speaks 
of the Lord as the beginning of everything, as the most wonderful 
principle, as the embodiment of Dharma 


i as his friend and Guru. 
He is beyond the reach of the Great, though near to His follow» 


ers. The poet is often emphasizi 
the Lord. phasizing the beauty and the purity of 
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There is one great assertion made by our poet that God can- 
| not be proved objectively. Heis one to be experienced. This 
reminds us of Ñana Campantar : 


| *Ētukkaļālum etutta moliyalum mikku-c 

| Cētika vénta cutarvittulan enkal coti 
Mātukkam nīnkaļ uruvīr manamparīi vàlmin 
Catukkal mikkir iraiyē vantu cārminkaļē” A 


VI 


In these hymns our poet refers specifically to Campantar and 
| Appar to whose school he belongs. He also referssto other saints 
like Eyarkon and Kotpuli, The worship according to the Vēdas by 
the Brahmins of Vilimilalai, Kalayanallūr and Valwalam is empha- 
sized. Worshipping the Lord, at sandhi or morning and evening 
with water and leaves and with words, actions and thought, the 
trikaranas, is also referred to. Our poet also mentions the sacred 
mantra Pranava. The paiicagavya is mentioned more than once. 
The worship of the Lord in His universal form and as assuming 
the Astamūrta or the eight forms is again and again emphasized. 
More than all these, the worship though self-sacrifice and through 
musical compositions, is the unique method of worship which our 
poet follows. Our poet mentions five kinds of followers in the 
Tiruvalivalam hymn: (1) Pallatiyar, the numerous followers serving 
in various ways; (2) Pattar or the lovers who sing and dance; (3) 
Cérntavar, those who are in communion with Him; (4) Nallatiyar 
to whom He is the treasure in times of trouble and (5) Vallatiyar 
to whom He is their very desire. 


VII 


| 
| 


He speaks of Sivlēkam very often in these hymns. It may 
be taken as referring to the highest spiritual state or the highest 
heavens. Attaining the Sivaloka is the goal of the Saivites. He 
also speaks of it as Paralēka, the highest world and as Imaiyavar 
ulaku, the world of the eternals. The last verses of his Aymns give 
us the result which will flow from a recitation of his hymns. 


1. 3: 54: 5. 
T. 75 
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In hymn No. 76, he begs of the bhaktas to recite his hymn 
probably because he feels that mere recitation itself is a divine 
joy. The recitation of the hymn will take the bhaktas beyond the 
contraries to the great beyond. They will rule the universe devoid 
of all miseries. The biggest spiritual experience is described as 
an embodiment of beauty, love and harmony completely free from 


karmas and miseries. God is described as nectar and light. He 
is the medicine for our karma. 


VIII 


Our poet has an eye for the beauty of the places both natural 
and artistic. This time the river is Aricil. He does not even forget 
the crabs and the children. He describes the places as Heaven on 
earth, full of dance, harmony and joy, women, beautified by 
monkeys and fish, flowers and birds. Sometimes these descriptions 
Of nature seem to be but reflections of human life. Sometimes they 
appear as reflections of the activities of the Lord, especially the 
acts of the Lord’s destruction turning out in the endas His bless- 


ing. In other places they appear more and more like the worship 
of the followers. 
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CHAPTER VIII 
TIRUKKOLILI 
(Hymn 20) 


I 


After Arurar had sung the Tiruttontattokai hymn where he fell 
at the feet of the servants of the servants of the Lord, according 
to Cékkilar, Nampi Ārūrar sings the Tirukkolili hymn, where he begs 
the Lord to give him some labourers for transporting the paddy 
he received at Tīrukkēļili to the house of Paravai at Tiruvārūr. 
This juxtaposition brings out clearly Ardrar’s realization of divi- 
nity of labour. 


The story speaks of a mountain of paddy. Mampi Ārūrar 
himself speaks of only ‘cila nel’ (1, 3, 4, 6, 8) — a small quantity 
of paddy. But this is only a modest way of referring to the gift. 
If it was a very small quantity there was no necessity for any 
labourer at all. 


Ārūrar's complete self-surrender to the Lord is seen in this 
hymn. Except unto the Lord, he does not turn to any one else 
for anything which he wants. He makes this appeal from a uni- 
versal point of view; for he addresses the Lord as one who has 
become the whole universe as beyond the reach of even the Devas 
(9). If the Lord has become the universe the suffering of every 
individual including that of Ararar and Paravai is the suffering of 
the Lord. But it is curious that the poet does not whisper a word 


of his own suffering or his want. 


II 


He refers to Paravai, the damsel of the sword-like eye and to 
her fatigued, famished and starving condition: «Vati VIE 
— (1); “Paci varuttam"" — (6); <Vūtukinrāl — (8); “Varuttam’ — 
(3). Itis not clear whether the sorrowful feelings of Paravai are 
purely one of her own hunger; for though in one place he refers 
to hunger, this reference, in other places, ;to her plight, must be | 
something more than her individual need. It must be the wants 
of her household consisting a number of Nampi Arürar's followers 
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or of those whom she as a housewife has to feed when approached, 
It is because of this that Ar#rar has to transport an appreciable 
quantity of paddy with the help of labourers. This explains the 
great Tamilian conception that the duty of running the household 
is that of the lady of the house, ‘illal, a word for which there is 
no corresponding word in the masculine gender. If it is the feed- 
ing of his own retinue of followers of those who resort to his house, 
one can understand drūrar making this universal appeal to the 


Lord. 


Reference to Paravai brings to Arirar’s mind the mythological 
description of the Lord. If Ārūrar is wedded to Paravai, the Lord 
is wedded to Ümai and therefore ought to know the sufferings of 
women (6). (According to one reading it is ‘Na@tar Nallar’ whilst 
according to another reading it is ‘Matar Nallal’ (3) According 
to the latter reading Paravai alone is referred to. Apparently the 
former reading is merely a general statement about the sufferings 
of women. Because in other verses he refers only to Paravai, it 
is better to take it in the latter sense). What more, one wife 
occupies a part of His body, while the other He places inside His 
matted hair (3). Not only that. The Lord goes a-begging (5) 
and, therefore, must know the pangs of hunger. Sub-consciously, 
the thought, that he was after all making a request on behalf of 
hisown wife whilst renunciation is praised as a higher ideal, must 
have been working in his mind and inspiring another thought that 
the wedded life was equally divine. This makes him explain: 
“What have I to say about you? Has anyone raised any commo- 
tion about you when you embraced Umā and placed her on your 
left?’ (4). Therefore, he feels that married life is, according to 


divine dispensation, a faithful reflection of divinity representing 
the combination of knowledge and love, law and Grace. 


III 

He refers to two other mythological stories, the story of Tri- 
puradahana (2) and the crushing of Ravana (8), stories which not 
only point out that the Lord removes obstructions but takes pity 
on these very obstructionists themselves, converting them at the 
end to become recipients of divine blessing. Perhaps these sug- 
gest his request to God to remove the obstructions to a smooth 
Sone ai ae In addition to his belief, that these obstruc- 
tions are failures, he takes them as man Ķ pu 

" y ste in vine 
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VI 


His mind is captivated by the natural beauty of Tirukkēļiliin 
the midst of rich pastural tracts (4), (5), (10), surrounded by 
paddy fields, full of crystal clear water (2, 9) waftedinto ripples. 
He is equally impressed with the art of man who has built pala- 
tial buildings looking as though made of pure gold (7). This is 
the place of the temple where he begs the Lord to take pity (8) 
on him and to show his love (7). He is also impressed with the 
beauty of the place Kugtaiyür where he has received the paddy, 
a place surrounded by gardens of spotless beauty (3) full of doll- 
like kurava flowers (6), where the monkeys jump and play (8) in 
| the midst of a beautiful pastoral tract (4). 
| V 

He assures the Lord that he worships and praises Him every 
day contemplating on Him for a long time and that he always 
thinks of Him and none else (1). Therefore, this hymn ought not 
to be looked upon as a private and selfish request for paddy, but 
as a hymn of self-surrender to the Lord who is the beginning of 
everything — *AtiyZ? (3) and the most wonderful principle — 
Arputan, (3) which has become this universe ‘Antamatayavane’ (2) 
the innermost principle which sustains the universe, relying on 
which principle, our poet prays for every one of our needs, even 
as the Christians pray, “Give us our daily bread”, a prayer offer- 
| ed not only by the beggar but also by the Emperor. It is because 
this hymn is made from this universal point of view, realizing the 
| truth and the power of the inner principle, that Nampi Ārūrar con- 
cludes his last verse that those who master this hymn will remove 
the miseries of the world and rule the world (10) — “Allal kalain- 
tulakin Antar Vanulakalpavaré” (10). (Ihere are two readings — 
Antarvan and Antavan). 
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CHAPTER IX 
TIRUNATTIYATTANKUTI 
(Hymn 15) 
I 

A The Nattiyattānkuti hymn reveals more of the personality of 
aM Nampi Ārūrar. Yt is in this hymn we have the reference to the 
i> Saivite Saint and Chieftain, Kētpuli, one of the saints of Tirutton- 
i tattokai. This reference shows Nampi Arurar's friendship with the 
Wc Chieftains of the day and the part played by him in the political 
Tā world of his day. In coming to Wattiyattankuti of a political chief- 
iot. tain, our poet's mind chooses to address the Lord as the great 


Prince ‘Nampi’ in every one of the verses of this hymn. The kings 
and chieftains are there to rule on behalf of the Great Being or 
the Prince whom they have to crown, God is the Lord, the King. 
He is the king who resides in the Pāccil of the west — ‘‘Kutappaccil 
urai Ko” (6). He is the Lord of the Dzvas — *Amararkal Talaivā” 


(7). 
II 


= Nampi Ārūrar has grown into a father with all the necessary 

worldly experience. It is here that he speaks of himself as the 

father of Cinkati (10). We had occasion to discuss the reference 
= dn Weser, the life of Ārūrar. 


| iggests its similarity to *Tamp?. ‘Nampi’ is derived 
arkkiniyar from ‘Nam’. It means ‘Our Brother’as address- 
as a title il assumed by Royal 


cal a ‘Nampi Pēru and a golden 
| as p Because of the 


2 tors always inter- 
t) or ‘Nirvahakan’ 


| 
| 
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III 


This hymn is important as showing his pre-occupation with 
the mythological stories and descriptions of Siva—stories and des- 
criptions which at the first flush excite fear and revulsion, the 
stories about the ornaments of serpents (1), and white skull (3), 
the crescent laurel on the ruddy mat-lock (3), about the midnight 
dance on the burning ghat (2) and the graveyard (1), about the 
company of the Mother (3), about the ride on the bull (9) and 
the pilgrimage of beggary (8), about the singing of the Vēdas (6) 
and about the feast of poison (3) and the conquest of Death (6). 
He feels that these express in a way his inexpressible experience 
of Godhead. He, therefore, protests, *I shall not deride your 
Dance" (1); “I shall steal it all?” (2); “I shall not speak ill of your 
life of beggary" (8); *I shall not abuse you even if you ride on 
the cow (bull)? (8); “I am not afraid of the serpents” (1). “It 
is a beauty, this harmonious commingling ofthe serpents and the 
crescent moon" (7). “His is a divine form (Tippiya Mūrti—2)”. 
“He is the gem beautiful of the colour of the precious carbuncle 
stone" (2 & 3). 


IV 


The kind of thought excites him to express his confidence in 
God. “I am capable of serving you without any fear. What shall 
I desire for?" (3) he exclaims, suggesting he wants nothing but 
the Lord. “You may not care but I realize your greatness" (1). 
“You are the Supreme Being —Paramētti” (3). He is sure there 
is no more birth for him, but still he exclaims, he will never for- 
get the Lord (1). “Even if the Lord forgets him he shall not for- 
get Him” (12)—such is his resolution. “You may not care to see 
me but I am able to see you with my mind's eye. You may not 
think of me but I shall not leave off singing your praises" (1). 
“TI shall not like anyone, except yourself" (2). *I shall not press 
hard on anyone else except you" (8). “Even if you do not love 
me, I will love you and I am happy with you. I have come to 
serve you not for suffering" (7). ‘‘Even if you are not attached 
to me I am attached to you” (5). “You may walk away from 
me but I shall walk (to the very end ofthe universe) to reach 
your feet” (6). “I do not know anything but you. Even if the 
heretics by their mean acts achieve anything, even if I see their 
success with my own eyes, I shall not think of it as of any worth” 


(9). 
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« have seen your followers worshipping you and serving al] 
and (therefore) I am also worshipping you so that my karmas may 
take leave of me" (9). The usual method of worship, the abhiszka 
or bath of milk, curd and ghee of the Pañcagavya is also mentioned 


(6). 


*In exercise of the best of my thinking power or faculty or as 
long as my mind acts I have resolved to reach the target fixed up 
for being aimed at. I thought of being saved and have taken 
refuge in your feet” (7). “I, the slave, have become the slave of 
those who had taken refuge in your feet. But yet, I shall not 
cease singing your praises. Ihave befriended you so as to realize 


you through my songs and quests after you. Therefore, I cannot 
forget you” (5). 


All these assertions do not mean that Nampi Arirar has not 
realized the loving aspect of God. “O, Lord of the pure and 
divine form, pray tell me how you have entered and continued to 
stay in my mind—I, who am the meanest of the mean. Having 


placed (one) in the midst of suffering, you are capable of remov- 
ing those miseries” (2). 


Nor is he oblivious of his own shortcomings which as usual 
he exaggerates. “It is not that I have not been educated. I read 
and learnt many things except your greatness and my servitude. 
It is not that I cannot stand firm in any undertaking. But I can- 
not think of the right path of those who are firmly established in 
your path. I cannot praise your feet of gold. I cannot think 
of the future. Yes, I am good to no one but yourself” (4). 


V 


A rich life—political and social, domestic and public religious 
and spiritual—is full of varied experiences and conflicting situa- 
tions, creating problems. JVampi Ārūrar, who has taken the Lord 
as his friend, philosopher and guide, is sure of God’s help but 
when trying situations arise, in the midst of his certainty of Lord's 
love he feels as though God is loosening His hold because of his 


imperfections, but only to make Ārūrar to tighten his own grip 
on the Lord. It is the complicated situation that is reflected in 


OIM He says that he is proud. (or happy or in the midst 
of pomp—kaliyen) but he asserts that on deeper consideration, 
this human life when thought of as something substantial, draws 
out but tears from his eyes. Therefore, he says, “I cannot but fall 
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at your feet even forcibly—even against your wish. I shall not 
worry any one but you" (8). “I shall not recount my miseries 
and blame you stating that you have caused me to suffer all that 
I have undergone though they are not to be experienced by me”. 
(“Because they have to be undergone according to my karma, I 


shall not blame you that you have made me suffer these miseries 


which I have experienced"—this is another interpretation) (6) 


The Mythological stories seem to express this truth. What 
appear to be cruel, frightful and mean, seem to be all love on 
further consideration. The Hound of the Heaven is but our 
beloved and none else. He is indeed so loving— He is the cool 
showers or the clouds so dear to the people of South India (6). 


VI 


In this spirit of humility, the poet notes even the tiny crab 
playing in the fields of the city which has the groves as its fence 
(9). Having given expression to his conflicting emotions, he feels 
relieved and whole, sinless and pure. This inspires him to 
advise the Bhaktas to recite this song of a hymn even if they were 
not accustomed to sing hitherto—for he feels sure that such a reci- 
tation will completely wipe out their sins (10). 
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CHAPTER X 


TIRUVALIVALAM 
(Hymn 67) 


I 


The Tiruvalivalam hymn gives another vision of the Lord 
which Nampi Arürar had. Cékkilar calls this "Eikum nikalnta 
Tamil malai* or the universal hymn. Nampi Ārūrar explains 
herein his own experience of God, sometimes as something per- 
sonal, sometimes as something universal. Every verse ends with 
the assertion, *I have come to valivalam and have seen the Lord”. 
He explains in the rest of the verses how he had experienced the 
Lord. “He is the very breath in the body and yet He stands in 
the form of ‘Om’ becoming all the Universe" (1). Thus our poet 
explains God as the inner and the outer principle. “His munificence 
is immeasurable even unto those who have renounced everything 
looking at even the pleasures of heaven as bitter. He becomes the 
very light of the mind of His followers, springing up in their minds 
as the nectar by whose side the honey of their minds turn bitter” 
(1). Thus is expressed the subjective experience of the Absolute. 
The poet passes from this esoteric experience to its concrete repre- 


sentation in the image form. “He is the Lord capable of holding 
in His hand the deer" (1). 


IT 


In the next verse, God is experienced as one who blesses His 
followers. Our poet speaks of five kinds of devotees: (i) First 
come the innumerable followers with their varied services and the 
Lord is full of sympathy for them. (4) The bhaktas, those who 
are full of reverence and love for Him, sing and dance in divine 
ecstasy and the Lord is all love unto them. (tt) 
those who walk in the narrow and strenuous path following the 
footsteps of old, never swerving therefrom even by a hair-breadth 
and reaching the goal. Success and freedom are created for them 
by the Lord. (iv) To the good or the great, He is like the wealth 


There are again 


1. P. P. Eyar., V 43. 
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or treasure in reserve, for times of trouble or misery. (0) There 
are the followers firm in their resolve, hard and unshakable as 
the mountain, like the saints of Tiruttontattokai. To them, He is 
the very desire of the heart. The poet hastens to include himself 
amongst those blessed by the Lord: "He blesses me knowing my 
own wants” (2). 

III 


In the next verse Nampi Ārūrar harps back to the truth of the 
Lord beyond the reach of all, though within the reach of the 
lovers. ‘‘His beginning and His end grow deeper and deeper, 
broader and broader and higher and higher, (never to be reach- 
ed) but He is so close to those who fall at His feet". Who are 
these followers? “They are like other people of the world, sinners, 
all to start with, but transformed into saints, by the company of 
the Great. The stupid serve their family sustaining nothing but 
falsehood. They suffer and then their heart melts, they finally 
come and mix with the community of true bhaktas. Thus, they 
come to live and to them the Lord shows the unerring path." 
The poet combines his own redemption with the salvation of 
others: “He removed my blot even from my future birth" — All 
these seem to represent the inner meaning of the image from 
where Šiva is happy with Umā or the Mother Goddess (3). 


“He is always my confidant, my guide, friend and philoso- 
pher. My tongue will not swerve from the path of singing your 
praises and it is so sweet like the nectar collected there to be 
oozing out" — thus he expresses his experience of his composi- 
tions. “This very Lord is He that is worshipped by innumerable 
and varied Dévas taking refuge in Him. He is the great, unknown 
to Tirumal and Brahma; though unknown to them, He had made 
me great" (4). 

IV 

Our poet thinks more about the importance of music compo- 
sitions. “The Lord enjoys most the praises sung in the hymns of 
Campantar and Appar and loves them to be repeated often and 
often". From this it has to be noted how in the time of Nampi 
Ārūrar, who followed Campantar and Appar, not at any distant date, 
the hymns of Campantar and Appar came to be sung by Glar ec 
with fervour and reverence and what high esteem Nampi Ārūrar 
himself had for the hymns. Our poet is giving in his hymns expres- 
sion to those ideas of Campantar and Appar. «God knows my ignor- 
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ance, the igorance of a slave. He has made the stone of my heart 
melt in love unto Him. He has shown me His victorious feet 
He has removed the weeds and the obstacles”. Who is He? “He 
is the Lord who stands firm while the Dévas of great prowess wor- 
ship round Him" (5). 


Nampi Ārūrar gives us still more of his experience of the Lord 
saving and blessing him: “I know not to sing; and worship; I 
know not to praise thereby; I know not to go in quest of Him; I 
know not to get myself reformed thereby; I know not to walk in 
the path and to lead my mind therein. How am I to reach you, 
I cry. He showed distinctly the path and brought me thereto. 
He accepted me saying, ‘Do not not thou feel miserable and pine 
away in vain." (6). 

«He helps us to escape from the deep expanse of the sea of 
birth completely removing the taints of cruel karma, which holds 
fast and fetters us all. Communion with Him inspires a capacity 
in us for great service. He yokes us on to His service to amass 
the results of tapas. Those who had amassed like this can easily 
think or contemplate on Him and to them He opens the Sivaloka 
of His glorious feet to which he raised them. He is always inside 
the mind of those who worship Him’? — thus our poet expresses 
his own experience though the verse is couched as expressing the 
objective truth about God (7). 


V 


*Innumerable Dzvas, Rsis and kings and infinite number of 
people stand everywhere and praise Him and He blesses them 
with whatever they want. He stands firm so that those who take 
refuge in Him may rest in Him. He is the Grace overflowing unto 
these all. He is my karpaga ocean that will give anything that is 
“wanted”. I cried unto Him, “O, Lord! bless me!”, “Thereafter 
He has snatched my soul and became one with my mind". In 


this way, the poet tries to make his experience a universal fact of 
God's Grace (8). 


VI 


The two verses that follow refer to the st 


ory of Tripura 
Ravana, the feast of poison, ; t 


east | the Mother Goddess and the Kāpāli 
form expressing īn the language of mythology 


experience vouchsafed to Nampi Ārūrar. “He Some every, 


thing and goes before every thing, unknowable even unto the 
Vēdic scholars of kindness falling at His feet” (6). It is im- 


the very great 
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possible to bring in any evidence to prove His existence objecti- 
vely. But, He is easy of reach and experience. To the minds 
which do not think of Him, He never reaches and He creates 
confusion therein? (10). 


VII 


Valivalam is praised as the place where the learned Vēdic 
scholars raise the sacrificial fire to reduce the evil powers of ‘Kali’ 
(11). No other description is given of this place and this descrip- 
tionis significant and to the point, emphasizing the spirit of 
sacrifice and the great light or the fire of sacrifice ever kept alive 
for the good of the Universe. This hymn is an outpouring of his 
heart, a sweet music of pure Tamil. The poet has known the 
elation he felt, when he sang this hymn and therefore assures the 
recitors of this hymn that those who can praise the Lord by sing- 
ing these verses with all their heart and with all tne bliss, will 
reach the world or place praised by even the Devas who know no 
suffering (11). 


VIII 


This hymn, therefore, gives us a picture of the spiritual deve- 


lopment of Nampi Ārūrar, realizing God in his mind and in the 
Universe as a great principle of love, light and happiness, ever 
ready to help the fallen and the depraved — the great power 
worshipped by all, the fundamental principle preceding and fol- 
lowing everything beyond the reach of all learn ing and power, 
though at the beck and call of the loving heart. 
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CHAPTER XI 
TIRUPPUKALŪR 
(Hymn 34) 


I 


The Tiruppukalūr hymn is addressed to the brother poets of 
his age. The poet has realized that God is the real moving force 
sustaining us all. This conviction flows in his very blood and as 
the result he advises others to rely upon God and none else for 
anything and everything, This is not a negation of activity but 
a realization of the inner truth of this universe. 


II 


We get a picture of the poets hovering about the patrons of 
the day. We have noticed Arurar’s intimacy with the chieftains 
of the land and this hymn shows that he is sick of most of them. 
«You may praise them and depend on them but these cheats will 
not yield and benefit” (1). The usual praises showered on the 
patrons by these poets are in a sense caricatured in this hymn and 
therefore, we get a picture of the world of the patrons and their 
coterie of poets of the age. The powerful Bhima (2), the victo- 
rious Vijaya (2), the munificent Pari (2); the beautiful Kama unto 
women (10), the glorious Muruka (10) are some of the descrip- 
tions of these patrons even when they do not possess an iota of 
qualification for being praised thus. Some are described as the 
learned (9), the perfect Lord of the lands and relatives (3), the 
lord of hospitality (8), the scion of the God family (6) and the 
mother unto poets (7). The old man may be praised as possess- 
ing shoulders like mountains (4), the cheat, the liar, the lawless, 
the wicked, the revellers in five great sins may be praised as 
saints, alas! to what purpose! (5). “The men who will search 
for the sesame seed who will not give an iota even unto the fly 


may be praised as great patrons but none of these will part with 
anything” (8). “Why then this futile a 


: i ttempt at pleasing the 
patrons and this prostitution of poetry?” p à 
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III 


“What a beautiful place is this Pukalūr! The bulls plough the 
fields and the sacred birds scream” (3). “The fields are full of 
sweet fragrance (6), and the lotus proudly rises up its head” (11). 
“The owls in the hollow of a tree never cease to sing their songs” 
(9). “The buffaloes rush into the tank” (10). **Why then speak 
of any want in this place?" *Here and now, the Lord will give us 
our food and clothes" (1). 


IV 


This is the pleasure of prayer along with the destruction of 
misery. “In the next birth we can rule the Sivaloka" (1). "There 
is no doubt about this, our ruling the rising tiers of the worlds of 
Dévas" (2) “becoming as it were their axle” (3), “ruling there as 
the king" (4), “as the father" (9) “as the leader" (10), “without 
any perplexity or obstacle or any fear of getting lost in the mire 
of a hell? (8). “Al the sufferings of the mind will be removed 
and we all can be saved" (5). Our poet feels sure that those who 
recite this hymn of appeal to the scholars based on the truth of the 
sustaining principle of God — Karma, will reach the feet of the Lord 
who is in the form of Dharma (11). 


V 


Therefore, this hymn is a hymn on Siva's Dharma or nature 
rather than a cheap promise of food and clothes—a hymn teaching 
the value of surrender to God, realizing that whatever we get is 
from Him. This hymn further falsifies the theory that Indian poets 
and philosophers are always other-worldly, losing the present 
World for the future. This hymn assures us in no unmistaken terms 
of the present and the future. 
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CHAPTER XII 


TIRUPPANAIYŪR 


(Hymn 87) 
I 


The conviction which grew up into the message to the learn- 
ed in the previous hymn develops in the Tiruppanaiyür hymn into 
his exquisite joy resonating with the dance of the Lord sustaining 
the universe, a dance which hesees reflected in the buildings and 
natural beauty of Tiruppanaiyur, a beauty which makes the poet 


exclaim at the end of every verse as if in chorus, “He is alone the 
Beautiful”. 


II 


Itis the dance of the divine from which is both masculine 
and femine, a dance unknown to Visnu and Brahma (7), which 
makes the followers also dance in beautiful harmony (1). The 
sacred ash (2), the beautiful crescent (3, 8), the laurel of a river 
(2), the fire (5), the deer (5) and the axe (5) in his hands, the 
victory over the elephant (6), the worship by the Dēvas and men 
(8), the crushing of Ravana (9), the paūcagavya bath (6) are all 
beautiful because of the underlying harmony of love. There arises 
the grandeur of moral beauty in this very form, for there overflows 
from it His Grace and compassion. His followers therefore dance 
(1). He dances within the mind of those who contemplate on 
Him (2), removing all their karmas rushing on them (3). He is 


capable of saving them, though cruel to the cruel and egoistic 
Rāvaņa-like men (9). 


III 
The same barmony, dance and joy, our poet sees in Tirup- 
panaiyur, in those ‘matamalikai, gēburam and mantapam’ growing 
as it were in the midst of groves in and around which the bees 
hum and sing in that city of fertile fields (1), of rich soil, on 
which grow the harmony of varied fragrant flowers, viz., *cenkalu- 
mir, mallikai, cenpakam" (2). s ike : 


The ruddy eyed buffaloes, after 
having laboured hard in the fields, rush into the ponds and this 
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makes the smaller fish jump and dance in the fields (3). The 
dance continues. The sword-fish jumps, creating a commotion 
rather a fluttering or gamaka amidst other fishes which frisk into 
the fields surrounded by the beautiful arecanut palms (4). God's 
love takes the form of the Mother and we see her varied reflec- 
tions in the damsels who bathe in the ponds making the water 
flowers usually blossoming at different times bloom in harmony 
at one and the same time (5), in that land of Cēlar surrounded 
by the Kāviri — the land which sings the praises of that Ocean of 
love through the poets of Tiruppanaiyür and through their éver 
expanding poetry (6). "With the buffalo (3), the fish (4) and the 
damsels (5), the monkeys also dance on the mantapas, mātas, māļi- 
kais and gopurams (7) and the peacocks dance on trees (7) whilst 
the drums resound (8) everywhere and the music of the harp pro- 
ceeds from the mdtamalikat gopurams (8). This dance of happiness 
spreads everywhere whilst the monkey dances and jumps (9). 
The honey-comb bursts and overflows (10). 


IV 


The divine joy has coursed through every pore of his body, 
every part of his soul and his aesthetic experience of divine beauty 
makes our poet assure the world that those who listen to and 
enjoy these beautiful words of his, are indeed themselves but 
embodiments of beauty (10). 


si 
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CHAPTER XIII 
TIRUNANNILAM 


(Hymn 98) 
I 


The ecstasy of experience in the harmony of God slowly 
starts to ebb away in the midst of the world of conflicts and 
dualities. The feeling of harmony is still there, but the conflict 
becomes more pronounced at the subseguent stage. The Lord, 
Th however, is aware of the conflict and the need of the message of 

the harmony, and comes down on this earth to save the prodigals 
i and the stray lambs, incarnating Himself in forms of beauty, in 
| the images and the architecture of the temples. It is because of 
this according to Nampi Ārūrar, that the great Lord of varied 
feats and flowing love has become fond of the great temple of 
Naunīlam. 


TI 


The poet begins with the contraries in the physical world, 
viz., heat and cold, the symbols of all dualities of the world re- 
sulting in happiness and misery — *Taņmiyal vemmaiyinām” ( ID); 
Ye, He is the very harmony of the heat in the cold (according to 
another interpretation of the phrase) (1). 


He is the beggar and clandestine lover and yet He is praised 
by the spiritual scholars of the righteous path (1). He woos two 
Women and yet He is the ascetic of the mat-lock (2). He is the 


same discus to the Lord of the Damsel | 
e is white with the ash but His throat 
 mat-lock hides a woman; yet He 
ess and head alike (6) He is the 
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the moon, flowers, serpent and the Ganges and He is the Lord of 
the Bull or Dharma (8). He fights with and blesses Arjuna (9). 
He crushes down Ravana and blesses him (10). Is not allthis a 
vivid representation of His form of the Mother of Love and His 
form of Lordship—Umāpati? (10). 


This is He who is fond of the great temple of Nannilam, where 
come the great to fall at His feet and to praise Him (1); where 
the groves, like unto Him, reach the crescent moon, to adorn it, 
on their crown (2). There shines the harmony of plants and animals 
represented by the beautiful walk of the swan on the great 
lotus (7), the harmony of the varied flowers reflecting the divine 
harmony shining on the crown of the Lord (8) and the harmony 
of the festivities where throng the troupes of wordly relatives 
and the other-worldly tapasvins and Saivites of our fold (9), the 
latter coming to serve with an outward form of strenous discipline 
but with an inward form of love, very much like the Lord going 
to Arjuna (9). This is the place where the temple was built by 
the great Cola King Cenkanan, the Lord of the Kāviri whose 
devastating flood was conquered and dammed so that it could be 
blissful in feeding the world (10) as another symbol of harmony, 
reflecting Siva vanquishing and blessing Ravana (10). 


Vedic scholars pray and worship (1, 6) but anything is good 
for performing His loving worship, any green leaf and pure 
water (3). The worshippers take refuge in His feet with all their 
heart praising Him with many hymns, raising up their hands above 
their crown (4)—the trinity of thought, speech and art in the 
harmonious unity of worship. The poet is sure of the redemption 
of the world; The Lord becomes the very crown of the followers, 
the crown of those who contemplate on Him with a heart melting 
in love (3). 


III 


The riddle contradictions has been solved in the very form 
of the Lord and the love of the Absolute. Our poet giving expres- 
sion to this has gone beyond the sphere of contraries to the divine 
bliss of harmony and he feels that those who master this hymn 
will similarly enter like him, the great Beyond (11). 
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CHAPTER XIV 


TIRUVILIMILALAI 


(Hymn 88) 
I 


ki The conflicts of the world gain upper hand in our poet’s mind. 

When he turns worldward they become inescapable, except 

through the Grace of God. He, however, sees in the world the 
| saved souls who remain unperturbed in the midst of these miseries 
| and he, therefore, cries to the Lord, “Will you not bless me even 
| as you have blessed others?" He is indeed himself a saved soul 
| but the world is still too much with him, tantalizing him whenever 
| the old habits of thoughts occur and hence this cry of his. But even 
| this cry implies his strong conviction of the conquest, by the 
| chosen few, of the contradictions and miseries of the world. 


II 


Tiruvilimilalai is the very heaven on earth. It is the Heaven 
with its towers of lions descending on this world (2), where come 
and dance even now the dancing girls of Heaven whilst Visņu and 
Brahma stand worshipping Him (4). It is not for merely resolving 
the contradictions and dualities that He is here in this temple. It 


īs the greatness of the worshippers here that draws Him there (9), 
etc. 


Tiruvīlimiļalai is a colony of a class Brahmins, who fill 
the whole of that place (6, 7). Tiruvicaippa of Céntanar (2-8) 
speaks of the 500 of Tiruvilimilalai even as others speak of the 
3000 of Tillai. 


These with others worked for the Hindu revival 


the Tēvāram praises the devinity 

gere motus the right kind of domestic life (1). 
Swa's form of Umāpati and Ardhanārīšvara become 

2, 3) i e forms which receive worship at Tiru- 
con ie lor Of this form takes a firm hold in 

e Brah enabling them to protect the world 


is more, in the sacrifice, they 


eee 
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perform—the sacrifice which is the home of the sacred Vedas—the 
poet sees shining their women glorious like Laksmi, the Goddess 
of Wealth and Beauty (1). Tūiruvēlimilalai is great because of this 
beauty (1, efc.) Is not this the very message of the life of Nampi 
Ārūrar? 


Brahmins as the worshippers of God are further described. 
They are Antaņar (1, 6,7), those of beautiful and loving character 
who bless those that have faith in them, in short, they are the 
gurus. They have obtained harmony, peace and repose ( Tauinta 
Antamar— 7); they have mastered the Vēdas (6); they sit on the 
edge of the sacrifice where they kindle the holy fire with a fire 
drill (9). "They are the Brahmins of the Vēdas, reciting the Vēdas 
and following the morality of the Vedas (10). Social service is not 
foreign to them. There is the rosy hand of righteousness and 
munificence (4). In their strong palatial residence wealth 
abounds (7). It is a characteristic feature of the place where 
even the dark groves of flowers shower drops of honey (6). 


Tillai 3000 are reputed to be identical with Siva and it looks 
that JVampi Ārūrar is identifying the Brahmins of Tiruvilimilalai, 
those who become great and worship the Lord, with Siva who 
rides the chariot to destroy the three castles of the air (5). Their 
mind remains firm in Him (2). They contemplate on Him as the 
creator of all fetters and salvation, a great deceipt, that way (4). 
They daily perform the ceremonial worship out of Love (6). 
Every day at the sandhi worship, at dusk, they shower flowers on 
Him, which the Lord adorns Himself with all grandeur (7). 
There are other descriptions of the Lord which may be taken as 
the forms which these worshippers contemplate on. The Lord 
comes within the body and becomes its very life. He is the three 
great lights (3). He is fond of the honeyed bath of Pancagavya 
and clear water (3). He is fond of the begging surrounded by 
the ghosts (8). His deer (3), battle-axe (3), His consort (al, 3), 
His beggary (9), the destruction of the three castles (5) are all 
mentioned; but of all these the begging tour seems to be very 
important; for the poet says, ‘to those who seek the esoteric signi- 
ficance, the Lord shines as the greatest truth’ (9). 


The Vili Brahmins are thus the beacon lights for those groping 
n Our poet's mind has become chas- 


in the darkness and misery. thought 
ou 


tened by the worship of the saints of Tirutlontattokat. The 
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of Siva’s followers has been peeping in here and there in the pre- 
vious hymns. In the Vili hymn, it becomes the central idea. Their 
example encourages him to cringe at the feet of the Lord for a 
similar redemption. The Brahmins of the place suggest other 
saints Arjuna (7), Baghirata (7), Candi (6) and Kannappar (6) to 
whom the Lord has assigned a high rank. They are mentioned 
specifically whilst others are generally grouped under the terms 
Bhaktas and Siddhas (6, 7). That the ghosts of the burning ghat 
represent the Saiva followers has been explained elsewhere. The 
great form of worship our poet likes most is as explained by 
Cēkkilār ** Arccanai pāļtu”, i.e., the worship with the musical hymns. 
Therefore, he is reminded of his leaders in this line, the two great 
saints Appar and Campantar, whose songs the Lord was so fond of, 
that He gave them gold coins at Vili (8). 


Ill ` 


This hymn thus expresses the poet’s way of looking at the 
communion which the Bhaktas have with the Lord, and, therefore, 
according to him those, who recite these lines of good Tamil of 
our poet of Nāvalūr where even ,the bees hum the music of sup- 


reme ‘nada’ are sure to achieve the same communion with the 
Supreme (10). 
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` CHAPTER XV 
TIRUVĀNCIYAM 
(Hymn 76) 


I 


The reverence for the ‘tontars’ who are often looked upon as 
the very form of the Lord, leads to the conception of Siva as the 
great saint and guru, the great Lord of all, which in turn brings 
back the idea of His being the only refuge and His hastening to 
remove our sufferings. In the Tiruvafciyam hymn, the idea of the 
Lord as “Atika? (1,2,3,4,5,8) becomes the heart of the song — six 
verses at least mention the word — and as such we are told that 
He will not allow the inescapable hard law of karma to inflict on 
His followers (1,6,8). 


II 


Those who contemplate on His feet of shining lotus are never 
inflicted by karma. He is the true medicine for the disease of 
karma or the nectar bringing back life from the cultches of fatal 
karma (6). He is the only One who can do this (1). His resound- 
ing victorious feet alone are our refuge (7) — none else will we 
consider as our Lord (9) — He of the sacred thread (1), of the 
blue throat (5), the consort of the Mother (1,5,9), who is the very 
embodiment of love, the great fighter (3), the destroyer of the 
three cities (3), the archer aiming at Arjuna (3), the Supreme 
Lord coming surrounded by the ghosts (6), the unknowable even 
unto the two (7) — these descriptions of the puragas are enumer- 
ated for emphasizing this great truth, for, as pointed out, these 
stories have and inner singnificance. His blotless ash has an 
esoteric meaning (2); it represents the great idea of purity in 
which ends everything and therefore, He never leaves off this ex- 
traordinary act of besmearing ash (4), The ash reminds the poet 
of (the ashlike pollen dust of) ‘kaitai plant whose sweet fragrance 
fills this holy place (5) which that way reflects the Lord of the 
ashes. The commingling of the moon and the serpent is His 
characteristic feature (5). One end of His gembedecked girdle of 
a serpent has many a head, a symbol of the evolution of many 
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from one (3). Thus our poet’s preoccupation with the puranic 
stories is made clear even by this hymn. 


III 


The idea of the saints is not forgotten in this hymn — these 
men full of the riches of God's Grace (1). Has he not described 
Appar, ‘‘Tiruninra cemmaiyē cemmaiyāk koņta Tirunávukkarai yan? A 
They fall at His feet and praise Him and He shines in that glory 
(1), in that beautiful city of towers of evergrowing perfection (6), 
and holy ponds of spacious lotuses and crystal clear water (3). 
He is worthy of the sight by those whose mind harbours no vege- 
ance (2). The Lord, the Saint and the Guru explains the universe 
as a vision to the saints of pure and unsullied heart. 


IV 


This hymn suggests various reflections of real life, seen as a 
poetic vision of that holy place of nature, beautiful. The bull 
from the cattleshed bellows; frightened by this thundering noise 
the sword-fish in the field runs away only to scare and drive out 
the carps for taking refuge in the lotus (2). The white flower of 
the valļat creeper on the bank is mistaken for the crane by the 
tiny fish and in terror and confusion it leaps into the mouth of 
the sword fish, (as though it were its hiding place) (4). The 
streams flow incessantly into the fields and there bloom the ‘kuva- 
lai' flower — like the eyes of the damsels, keeping guard over the 

= erops (7). Their song for scaring away the birds by its very music 
invites the tiny birds and the parrots to swarm around them and 
mus what i is more wonderful, this mad rush of the birds scares away 
E e the Crane and other water birds of the moat in which, therefore, 
A fish leap with j joy, now free from their enemies (7) The 
ra floors feed the bees with their overflow- 


we ša the heavens (8) — ah! what a - 
Tes the tanks, the cuckoo, (like Daksiņā- 


genot the banyan tree (8). The apes 
: es the sweet plantain fruits and the 
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honeyed jack fruits remonstrate and fight, over the inequalities of 
the divided shares with the trunk of the plaintain and the ‘¢alai’ 
(9). Are these not, in more senses than one, reflections of human 
life seen from a remote distance and unconcerned height. Looked 
at from the heights of divinity this world of delusion and passion 
rushing with mad speed to escape from the divine blessings show- 
ered on it appears as so much poetry and romance. 


V 


Our poet is so much overpowered with the expression of his 
poetry that he begs of the Bhaktas to sing this hymn of a garland, 
because he feels that singing is itself a bliss, revealing the work- 
ing of the inner principle of God within this universe. 
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CHAPTER XVI 
TIRUNARAIYŪRC CITTICCARAM 
(Hymn 93) 


I 


In the Tirunaraiyürc Citticcaram hymn, the hymn on the temple 
of the Siddhas, the mythological stories and descriptions of Siva 
are enumerated — the mat-lock of the river, the flowers, the 
moon and the serpent (1), the flaying of the elephant to appease 
His beloved (2), the destruction of the three cities (3), the crush- 
ing down of Rāvaņa (4), the stealing of the hearts of the damsels 
(5), His beggary (6), His handling of the deer, fire and the battle- 
axe (8), the feast of poison (7), the discomfiture of Daksa (9), the 
conquest of Death (10) — all emphasizing as usual, love as har- 
mony, and power as Grace, and destruction as salvation. 


II 


Where does He reside? A befitting description follows of a 
heaven on earth and, therefore, after giving expression to this 
vision of the mundane abode of the Lord — our poet is certain 
T that those who master this hymn will reach the Heaven of beauty 


(11). 


III 


Nature seems to be a mirror reflecting God and his com- 
|| pany. The meandering stream throwing to the shore, gold and 

recious stones remind the poet of the crawling serpent of the 
^ The frightened Mother Goddess is reflected in the 


h bangles, enjoying their bath in the stream (2). 
ruct 


waters the fish j 


+ 
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frisk about making the sweet flowers full of the sweetness of the 
overflowing honey (5) yield up their fragrance and where (Siva- 
like) grove stands crowned with the moon of the heavens (6). 


Feasting on the poison, the Lord stands with the River-Maid 
sneaking into His mat-lock and this is reflected in theroyal roads 
of the city where move the chariots in the midst of the flocking 
damsels (7). He is the Lord of the weapons whose significance is 
great and, therefore, the spiritual scholars of this place in quest 
of God learn the full significance of these words (8). The dis- 
comfiture of Daksa was so much festivity for the Lord and in this 
city, in its festivity resound to the Heavens, the song, the flute 
and the drum (9). The conquest of Death is no breach of the 
established law and, therefore, there crowd in the city those who 
follow the law of divine Will, never swerving from the righteous 
path (10). Thus we get here a description of an ideal city of 
material prosperity and fertility, of feminine beauty and chastity, 
of mystic experience and moral grandeur, reflecting in all its 
natural beauty Siva of the Purāņas which is so full of mystic 
significance. 
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CHAPTER XVII 
ARICIRKARAIPPUTTUR 
(Hymn 9) 
I" I 
A A description of the beauty of the holy city was attempted 
in the previous hymn. Holiness and beauty are not separable. 
This implication of the previous hymn is made explicit in this 
hymn on Aricirkaraipputtūr, the new city on the banks of Aricil, 
the river. The conception of beauty of the divine harmony and 
(1 the purity of the unselfish divine love have been growing steadily 
Ly in the previous two hymns. This hymn of Puttūr delivers this 
hy truth as the important message. God is spoken of as Beauty and 
Purity in its alternate verses respectively (See the introductory 


part of our thesis, following the suggestion of Campantar’s hymn on 


this temple. This is the very message and importance of the 
purāme stories. 


II 


The flaying of the elephant (1), the destruction of the three 
cities (1), the ride on the bull (1), the begging tour (1, 8), the 
eightfold form (3), the worship by the Dēvas (5), the destruction 
of Daksa's sacrifice (7), His lady-love (the Mother), and the 
Gangas (9), His ornaments of serpents (8, 9) and bones (9), and 
_ the feast of poison (10) are described in relation to the beauty 

. ,aspect of the Lord. The nipping of Brahma’s head (2) Vishnu’s 

worship (2), the destruction of the three cities (1, 4) and of 
Kama (4) the bestowing of His blessing upon Pukalttuņai Nāya- 
: € dance (8), and His ornaments of serpents (8) 

ith reference to both the aspects and this 
nderstanding of the message. The 

l expression of divine Grace 
comes the moral beauty 


t aspects on surface 


ae 


2 


D 
» 
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what for?” (4, 5, 7, 8, 9). The language of mythology helps him, 
therefore, to deliver the message to the world, easily and impres- 
sively and in a fitting manner in a language used by the devotee 
classes. 


TII 


The verses addressing the Lord as the Beautiful (1,3,5,7,9,10) 
couple Him as such with the beautiful city of Tirupputtur on the 
bank of the Aricil, whose floods the poet describes at length, whilst 
the verses addressing the Lord as the Pure (2,4,6,8,11) have no 
such description, but after the enumeration of the puramic feats 
of the Lord they all exclaim, *You are the only pure One of 
Puttūr, full of groves”. It looks as though there is an inter con- 
nection between the Beauty and the description of the river, 
suggesting perhaps that the floods reflect this Beauty. 


The Lord flays the elephant, destroys the three cities and 
goes a-begging at every door; the flood tumbles up tusks of 
elephants and horns of stag, tossing up hither and thither the 
peacock feather and the ‘akil’, only to reach through the river 
our city (and our homes) (1). If the Lord cut away the head of 
Brahma to beg therewith, (2, 3) the flood breaks down the sandal 
tree with its leaves along with the bamboo, carrying them all with 
its noisy hands of waves and dashing and collecting them against 
the banks even as the beggar gathers alms little by little (3). 
Here also Nature is described in such a way as to suggest, it is a 
mirror held up before God. 


The begging tour amidst the loving souls contemplating 
which the Great become chastened, is reflected in the flood where 
rush in, the varieties of fish making the smaller fish jump up in 
groups whilst the swan observing this, feels miserable at first and 
thereafter becomes chastened (5). The destruction of the sacri- 


RH 


wees 
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which runs on either sides, beats against the banks with its re. 
sounding hands of waves (10)—a war on the two banks, throwin 
up the bamboos and akil carried in the stream after the showers 
of the dark cloud (11). 


In some cases, it is very difficult to explain how the particular 
description of the flood can be the particular description or reflec- 
tion of the Lord. If the message is understood, there will be no 
difficulty. The cruel and frightful feats of the Lord turn out to 
be acts ofthe unselfish love intended to save the very person 
seemingly destroyed. So does the devastating flood appear as 
cruel and destructive whilst in reality it is the flow of love coming 
to feed us all. The suggestive force behind the description of the 
flood beautifully brings out the esoteric meaning of the mytholo- 
gical stories. God is not merely All Power and Cruelty, but also 
a Beggar at our doors hungering for love. "The importance of 


this begging inspires the poet to mention it often and often 
(1, 3, 5). 


IV 


The contemplation of the saints is another trend of his hymns 
and their worship is not here forgotten. The worship of Visņu 
and his self-sacrifice (2) and of the starving Pukalttunai (6) are 


elaborated in two different verses of his hymn. They give us their 
all to win His unselfish love. 


V 


The Lord is the purest and the most holy. The joy of beauty 
arises out of our love and this conception of beauty is our experi- 
ence of that purity. Beauty thus is an aesthetic experience and 
takes form in the expression of the great Truth which is Purity— 
a subjective experience of the Absolute—a 
of the mystic—unique as the vision of a particular mystic soul 
expressed in its language giving an expression and a poet’s orga- 
nisi rugo ube inexpressible Truth. " Tirupputtürp punitartammat 
Pe Blake uraippar —this is very important in explaining the aes- 
thetic theory of Nampi Ārūrar, Beauty is heavenl "s tad divine 
Therefore, according to our enly; Purity is divine. 


2 d poet, those wh 6 à ht 
aesthetically this Aymn, will along with the SAR can Rs 
of heaven reach the Sivaloka of purity y loving deni 


poet's vision or a vision 
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CHAPTER XVIII 


TIRUVĀVATUTURAI 


(Hymn 66) 
I 


Our poet's preoccupation with the mythological stories 
inspired him with their esoteric and mystic message which he has 
already tried to explain in his various hymns. He has raised 
rhetorical interrogations suggesting that these stories have a dee- 
per meaning. In the Tiruvāvututurai hymn, our poet points that 
the greatest message of these stories is the message of redemption 
for all; for, such is the love of God — a message which he him- 
self confesses has inspired him to take refuge in the Lord — a 
message which will inspire the fallen and the down-trodden with 
the new hope of their certain salvation. Unfortunately, all the 
verses of this hymn are not available; only five have reached us. 


II 


The story of Markkandéya’s conquest of death (1), of the 
spider becoming an Emperor (2), of Visnw s worship with;his own 
eyes (3), of the gift of Pāsupata to Arjuna (4) and of the blessings 
showered on the rulers of the three burnt cities (5) are here 
specifically mentioned as inspiring our poet. The significance and 
implication of these stories lie in their inspiration leading to the 
self-surrender unto God, which he explains in the latter half of 
the verses. *I always praise you as the king and my Lord, stand- 
ing with folded hands, and taking refuge in your feet with all my 
love” (1). ‘I fall at your feet coming rolling on the ground (in 
ecstasy) and exclaiming your praises with all my love. I took 
refuge in you afraid of the karma rushing on me” (2). "I praise, 
Oh, God of Gods! your shining feet babbling your glories! I took 
refuge in you afraid of the consuming karma” (3). Out of love 
and attachment I praise your names worshipping you and con 
templating on your greatness and there melting away in love. I 
took refuge in your feet with all my heart” (4). Thus he ex- 


presses the change brought over him by this inspiration from the 
came to him 


mythological stories, those good old stories which 
thus with a new revelation. 
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CHAPTER XIX 


TIRUVITAIMARUTŪR 


(Hymn 60) 


Our poet has been very much impressed with the springing 
forth, all of a sudden, of the message of the old folk tayes of the 
Purāņas which he must have been listening to with rapt attention 
from his childhood without ever consciously suspecting that they 
had any such message. "The inner meanings seem to agree so 
much with his own spiritual and mystic experience vouchsafed to 
hīm by the Grace of God, that he feels a remorse for having mis- 
sed this message of these popular stories. He has been singing of 
his achieving the deathless stage; but this revelation of a new 
message almost springs up from the unconscious and inspires him 
to take refuge in the Lord. The love of the Lord for the people 
to be saved is, indeed, delineated so graphically by those stories 
going very much beyond the expectations of his experience that 
this furāņic personality of God appears to him nearer than before, 
almost appearing to be wonderfully new. He has been seeing 
reflections of this Lord in the beautiful visions of Nature in the 
various holy places he visited almost making them Heaven on 
Earth. The Seer is said to sleep in this world keeping himself 
awake in the sphere of Truth; but as in our case, dreams disturb 

the Seer’s sleep also where as long as the dream lasts, everything 
therein appears as true and real, frightening, irritating or cheer- 
ing as the case may be. Therefore, when the old habits of thought 
prp the Heaven on Earth gives place to the well known mise- 
a T 
aggerate his imaginary faults b ae ee apee E 
is all Goodness and to despair of k Rd as Lord who 

: n escape from the clutches of 
the world of death and misery and its allies of five senses and 
women, but he is sure that God alone can save him and that He 


will save him. It is in some such 
d IKS state of mi om 
this Tiruvitaimarutūr hymn. mind our poet sing 
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The hymns of Nampi Ārūrar seem to be so many waves of spi- 
ritual experience with their troughs and crests alternating. The 
same ebb and flow of joy of the mystic union is found in Nammāl- 
vār's poems. The commentators there explain that the Lord is 
playing a game of hide and seek, inspiring, at one time the Alvar 
with joy, so that he may not become ultimately crestfallen and 
then alternately disappearing from his presence so as to make him 
feel miserable and express that feeling and depression, in verses 
which He loved to listen and which He knew would save the 
suffering world. Itis for consideration whether what we have 
described in the previous paragraph from the point of view of 
Nampi Ārūrar may not be spoken of as a game of hide and seek 
from the point of view of the Lord. This mission of the saints’ 
lives for saving the world suggests one other idea. These loving 
souls, feeling ever for the world, identify themselves so very much 
with it that all its sins and deceits they speak of as their own; 
and this explains their periodic feeling of depression and despon- 
dency whilst as a matter of fact they have reached the highest 
level of spiritual experience and divine bliss. 


II 


This} Tiruvitaimarutir hymn is but a continuation or a conse- 
quence of the Tiruvdvatuturai hymn. There he took refuge afresh 
in the feet of the Lord. Here, he begs of the Lord — the Father 
and the munificent Lord of Iģaimarutu — to show a way of escape 
and redemption — ‘“‘Uyvakai aruļāy Itaimaruturai entai Pirānē” — 
that is the refrain of the song. The God of Itatmarutu is all Love. 
He is our Father (Zntai—1-10), Mother (Entāy—1) and the Lord 
(Emman—4), The Lord of the Dévas (4) is the Great Siva, the 
Good (8); The sacred name considered by the Saivites to be the 
proper name of the Absolute — *Sivanenum nāmam tanakké yutaiya 
cemmēni emman’’. He is of the beautiful eyes (1); He is of the loving 
Antanar — This is another reading (1); He is the destroyer of all 
Obstacles and the bestower of peace (Ara) (1); the Dancer on 
the Fire (8); He is of the colour of the flame (tī van) (8); One 
who adorns Himself with the crown of the crescent moon to save 
it (4), 


1. Appar 4: 113: 9. 
T. 79 
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III 


If God is all love, our poet feels he himself is all bad by His 
side. He is conscious that he, as a saved soul, was walking all 
along in the path of the Lord. But his remorse, great by the 
side of the new vision of the love of the Lord and the misery of 
the world, makes him cry for further salvation. He feels as 
though all his spiritual practices and experiences were like the 
habitual act of the ass carrying the fragrant kurikumam without 
ever being conscious of this precious burden (1). No wonder the 
ass is so neglected — slighted — when it can no longer serve as of 
old as though it had done nothing worth remembering. *I have’’ 
cries our poet, “laboured in vain; and with a confused mind 
caught into the dangerous whirlpool; O mind! you sit and weep. 
What can you do? I am a fool not even capable of crying: ‘ʻO, 
Lord of Loving eyes! Destroyer of obstacles! This life is of no 
account like unto the ass” (1). 


He thus condemns himself, therefore, for not reaching the 
Lord. “TI state and confess. I have not known anything of that 
life experiencing the way to reach your rosy feet; but I speak; 
but this, all noise and meaning" (2). *I have not already reach- 
ed your rosy feet as I must have. The time flies whilst I become 
an obstinate fool” (3). “I do not contemplate on you to place or 
enthrone you in my mind" (4). The sense organs have kicked 
me aside, as something worthless." (5). At length, I have be- 
come an eternal burden unto you" (5). “In the path of the 


foolish people I had not known True Wisdom and Reality—alas! 
me a poor soul!" (8). 


IV 


He prays for a way of escape from the world of death (9) 
and deceit (8). He condemns himself as falling a prey to the 
world and cries for help to escape from its clutches (7). This 
hymn gives such a beautiful expression to this worldly suffering of 
gray hairs, old age and trembling misery (2) and to the saving 
love of the Lord, that the poet himself assures out of his own 
personal conviction rising after the completion of the first nine 
verses, herein, that those who can With all their heart and -— 
praise the Lord with this garland of shining beacon light E ^ 
hymn, will reach the rosy feet of the Lord, without bein NE cd 
by any gray hair, old age or trembling shocks (10) g 


1 
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Fear of death is a wholesome fear and, as is told in the life 
of the Buddha who seeing an old man, a man of disease and a 
corpse renounced the world, brings about a real conversion of the 
heart. The first solution of the problem of the mysterious suffer- 
ings of the world is the law of karma; but karma is a never ending 
chain—every act creating its future effect—an ever grinding whee] 
which none can ever escape. This knot has to be cut by the 
Grace of God. The sin grows through the five senses which become 
our Lords with their net of women (8 & 9). 


“Gray hairs, old age and disease will come. Alas! I am spent 
up having resolved on acts of no good (or ungrateful acts). I 
now realize that I have been the well ground turmeric—(to be 
used and to be thrown out). I am afraid of the Lord of Death” — 
this is one confession of our poet (2). 


The ephemeral nature of life is another way of expressing 
the same fear of old age and death. 


Like the tiny dew drop on the crown of the grass blade dis- 
appearing at the sight of the hot sun, life is of no substance. 
“What now for me—today, tomorrow—thus every day I have been 
setting down only to feel miserable. As an obstinate idiot, I 
have allowed time to be wasted —“‘ Mūrkkanākik kalintana kalam" — 
this phrase is again repeated (3, 4). What I did in the previous 
birth inflicts me in this birth and I have wasted time—an obsti- 
nate idiot. Have I done anything to overcome this evil karma by 
doing any good act?" He confesses that he has resolved on only 
acts that are not good. Again he repents for the past: “I donot 
give even an iota to those who beg? (4). “I cannot give away 
the glorious wealth. What is the result? I cannot leave off the 
sins, anger, vengeance and craving. The five organs are not under 
my control. I feel miserable, afraid of being thrust into the Hell 
by the Lord of Death when the trembling old age comes" (7). 


“The women not as life companions but as play things of 
pleasure— those of the beautiful but subtle waist, create the illu- 
sion of life” (6). “These young ones spread their net of deceit 
contemplating on this pleasure of this poor human life. I have 
stayed there caught within the net” (9). “Really this is the net 
of deceitful but inescapably hard karma. The plantain plant will 
yield its fruits only once but like a fool I expected it to bear fruits 
once again for me. Thus in the hope of further happiness I was 
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getting myself enmeshed in the fetters harder and harder. That 
is the way of the foolish people” (9). They are the well ground 
turmeric already referred to (10). 


It is true this life of pleasure is not all evil; there are good 
aspects as well. “Ihave increased my good aspects as well as 
evil” (6). This assertion of his good deeds is very significant. 
s«Engrossed therein, I have not studied many arts or achieved true 
knowledge" (6). “Alas! I am a sinner and I have committed 


many sins". The remorse reaches its zenith and he cries, “Why 
am I alive?" (6). 


«The life of pleasure is a life of slavery to the senses. The 
five sense organs established to protect us by receiving reports of 
danger from outside, without in any way suffering any decrease 
in their power of hegemony over us—destroy our life”. ‘They 
kick us away (to die)” (5). “The five senses are not within my 
control” (7). “These are the five kingsor rulers. Having caught 
hold of this sovereignty they will not ever leave us. That is the 
way they desire (me to be their slave). I am in despair—I do not 
know what to do after having obediently carried out their com- 


mands according to their whims and fancies. 


What is the way 
(out) for me?” (8). 


V 


Is there no escape from the eternal action of karma? There 
is the Grace of the Lord as our poet has su 
Repentnace and true change of heart will save us, thanks to the 
Lord of Love. To win the heart of this Lord of Love, we must 


become like Him, merciful and kind unto the poor and theneedy. 
If one does not thus give out of love, 


karma. That is why our saint cries for 
an iota to those who beg”? (4). 
that appears all shining to me 


ggested so often. 


One never escapes from 
all—“T do not give even 
"I cannot part with the wealth 


33 . 
ak 4 : (7). This mercy blesseth one 
who takes and one who gives. When this mercy springs in our 
mind, vengeance and anger and hankering after pleasures no more 
haunt us and, therefore, no mor 


e mi ice: 
slaves to the senses, and old age Pee ee mre are m 
of hell (7). All this springs from our e on God S ia EN 
templation on Him, or on enshrining Him in our > or the c ; 

Hence this cry: *Alas! I cannot enshrine m ES or p : 
template on you’ (4). God is the greatest prop um PS 
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have no other prop to lean on (except yourself)” (6). This is 
the significant cry proving his great reliance on the Lord even 
in the midst of this doleful hymn. It is a cry of self-surrender 
inspired by the vision of God and not a cry of despair of an ordi- 
nary man! “After the sense organs have kicked me aside, I have 
become an eternal burden unto you. I woke up and opened my 
eyes. I saw the True Reality (the Lord). If this is the human 
life—the miserable life of the senses—I do not want it and I des- 
pise it. Help me with a way out” (5). That is the cry of a 
developed soul. 


S AN PM EUIS 
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CHAPTER XX 
TIRUNAKECCARAM 
(Hymn 99) 


I 


Why all this suffering of this world? Why this fall? “It is 
Karma? — that is the prima facie answer. Our sense of justice, our 
feeling of uniformity of nature and our conception of law bring- 
ing out the inter-relation of cause and effect demand this theory 
of Karma and we are satisfied with it. But this becomes mechani- 
cal in a way. The human thought demands a spiritual explana- 
nation. All these are but romantic dreams—that is one way of 
looking at things as already stated. Why, however, this illusion 
and delusion? It is a process of spiritual education, the world 


appearing in different ways according to various mental levels 
reached. 


In the world of ours where law is administered, the concep- 
tion of punishment has been growing and developing through 
various stages; vengeance and vindictiveness first took the form of 
punishment. But hatred thus nurtured, demands more than it 
receives. Then develops the idea of retribution demanding an 
eye for an eye, a tooth for a tooth and nomore. Talk of compen- 
sation also arises. The human heart of love can never be satis- 
fied with such infliction even when just. The idea of punishment 
for preventing others, therefore, develops. Inflictions like capital 
punishment can never be said to prevent the criminal from repeat- 
ing the offence; for, he does not remain thereafter. It prevents 
others from committing the same crime. But the criminal cannot 
be a mere scape-goat and the idea of punishment as a way of 
reformation develops. This shows a priggish sense condescen- 
sion and it is felt that society is responsible to a certain extent 
for the crime. Crime comes to be looked upon as an infection 


and a disease—a mental disease requiring as such medical treat- 
ment rather than vindictive punishment. The doctor inflicts pain 
but out of necessity and love. pres 


The theor of k > 
lops in all these ways and we reach the EN os on s 
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doctor and the medicine. The Tiruvaiiciyam hymn, we saw, spoke 
of the Lord as the medicine for chronic Karma. This hymn on 
Tirunākēccaram tries to give a concrete explanation on these lines. 


The previous hymn spoke of the net of Karma giving rise to 
gray hair, old age and trembling. The Karma will lose its hold, 
our poet assures us, on the masters of the present Aymn which is 
devoid of all shortcomings. How is it achieved by this Aymn? 


II 


The same pattern of a sentence occurs in all the verses but 
the last. “The Lord of Tirunakéccaram, of such poetic and mystic 
beauty leading us to expect all love and munificence, bliss and 
sympathy had done this act upsetting all such expectations. Why 
is it that He has done so?" This is the pattern. “Like unto one 
committing suicide, why does He swallow poison to the great: 
height of His consort making her chaste heart almost collapse?” 
(1). “Leaving the company of the Mother and Her domestic life, 
has He become a natural ascetic to bless the Tapasivans?" (2). 
«Why has He been moved by the idea of destroying the Lord of 
Death?" (3). *Why has He flayed the elephant?" (4). “Why 
does He love the elaboration of the Védas (to the dismay of the 
simple-minded?)" (5). “Why does He wear the skin of the lion, 
the tiger and of the elephant springing out of the sacrifice?" (6). 
* Why does He burn to ashes Kama and the three cities?" (7,8 & 
9). “Why does He appear, naked and wandering, like the here- 
tic?" (10). 


III 


One does not ordinarily expect such acts as these from a 
person whose aesthetic taste has led Him to choose a beautiful 
spot like Tirunakéccaram by our poet. The bees of beautiful gos- 
samer of wings, as the very life and connecting link of the flowers 
are found in communion with the row of short plants of jessamine 
and ‘kullai? and they ‘ultimately reach the higher and more cool 
‘matavi? creeper (1). Enthroning themselves on the lotuses and 
feasting on the honey, the bees hum about and the carps frisk 
|. about and dance (7, 9). The roving bees mix freely with jasmine 
and canpaka and sing in joy (8). The bees on the pollen dust 
hum whilst the cuckoo and the peacock frequent the groves of 
flowers surrounded by the cocoanut palms (11). There is nothing 


x 
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of the frightful appearance there except the *kuruntu” whose buds 
assume the form of a serpent's tooth (2); but everything seems 
to be munificent there; where *cerunti” blossoms like gold (2). The 
fields are full of the beautiful flowers of ‘kuvala? and kalunir 
whilstin the surrounding moat the fish, big and small, dash in an 
ecstasy of joy (3). In the front-yard of houses stand the young 
arecanut palms with their flowers full of honey, besmearing which 
the zephyr enters and walks about as though in procession (4). 
The waves of the new flood dash against the cool fields pushing 
in the great gems together with sandal and ‘akil? wood of the 
mountains (5). That is the beautiful place of cool fields full of 
ripples of the crystal clear water — the beautiful place of the 
Lord — the Heavens of an arcadia full of sweet smelling flowers 
of beautiful forms with bees humming about and singing tunes, 
intoxicated by the honey, whilst the cuckoo and the peacock freq- 
uent there to sing and dance where the fish dash and frisk about 
in joy amidst beautiful groves and fields forming the promenade 


of the zephyr and wherein flow the new waters in floods carrying 
there all the wealth of the mountains. 


This inspires the followers of the Lord in their vociferous 
Hallelujah of their joyful worship to bow down before Him or- 
daining themselves for various acts of divine service and praising 
His glory (10). This mention of the Bhaktas and their joy in the 
almost concluding verse of the hymn, instead of description of 
the joyful bees and birds of the previous verses seems to imply 
that the later description of the joyful bees and birds of the pre- 
vious verses is but an allegorical representation of the Bhaktas 
doing their duty in joy, a new way of looking at His description 
of Nature thus suggested by our poet — is this not the way, the 


commonfolk look at this birds as revealing the future through 
their advent and their noise appears to these simple minded as a 
divine language? 


IV 

The question propounded in ever 
calinterrogation, implying that there Ee REAIS 
: s meanin the see- 
mine ly contradictony acts of God. Here comes in ane AEN e of 
the stories. The law of Karma is found Working in the ae of 
those who suffer at the hands of the Lord. But as Manikkavacakar 
states, *It is the great glory of the mikkavacaka 


Y | Vanguished that they suffer 
defeat at His hands — **Ayanai Anankanai Antakanaic OR 


Y verses is really a rhetori- 
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vayanankal mara vatu-c-ceytan ennēti? Nayanankal mūnrutaiya Naya- 
kanë tantittal jayamanrova® avarkku-t-tāļ kulalày cāļalē” (Cāļal: 4). 
God's acts are the acts of the doctor aiming at making the suffe- 
rers whole and healthy; they are thus saved and blessed with 
God’s love. Therefore, they are His acts of moral grandeur and 
beauty. They are as beautiful as the flowers, bees, fish, peacocks, 
cuckoos and all these suggest the joy of the Afiyors of Tirunakecca- 
ram, discharging their duty as worshippers of the Lord. No 
wonder that this kind of experience expressed in this hymn makes 
the poet feel the loosening and breaking away of the fetters of 
Karma. There is a freedom from the mechanical pressure of 
Karma, which stands revealed as the Love of God, and that is why 
the poet assures us that those who read this hymn will also under 
go the same experience and attain the same freedom and joy. 
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CHAPTER XXI 
TIRUKKALAYA NALLUR 
(Hymn 16) 


I 


| 

f The same idea of the holy place appearing as the Heaven of 
| innocence, beauty, joy and duty continues to retain the central 
place in the mind of our poet. There is now no more feeling of 
seeming contradiction between the acts of divine punishment and 
. the appearance of Beauty. Contradiction is resolved in the under- 
lying divine love. 


II 


This hymn on Tirukkalaya Nallūr (Or is a city, from ‘Ura’ or 

*Ulà' to move about). JVallür is one variety of cities called as such 
because of its greatness — *Narru pēritu ākum'! — or goodness or 
holiness: See Vemnei Nallir, Karivalam vanta Nallūr, Tirunallūrp 
perumanam, Tiru Nallūr. Kalaya Nallūr is the city of kalai or arts. 

se The description *kalai atainta” in the 4th verse seems to support 
this view. Kalayanar, (the saint may be Kalaiñanār, the learned in 
arts), Kreis iz the loving beauty of the Lord and His place. 
i der piece of poetry and music full of 

c assonanc and sweet flow. Its verses are what we call 

iya viruttam” or *Irattai viruttam’ cach line of 
tung into two halves of four feet — three ‘kays’ and 
alves of the verses describe the story of the 
describe the beauty and greatness of 

f th. ence in every verse is the 
s Lord of these activities, 
lines always end in 
d in "Kalayanallūr káne!* 
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III 


The joy and the holiness given expression to in these hymns 
are, indeed, so infectious that the author himself feels that those 
who can sing this musical ten, with love, will be rid of all their 
misery and sin and, therefore, recommends its daily recitation 
(11). There are a few significant descriptions of the Lord in the 
light of which this hymn has to be read. The Lord is the Lord of 
the Devas — *Viņņavarkēn” (1); the king or the All Pervasive — 
sIraiyavan” (2); He of the Natural Beauty — ‘Vitankaw’ (3); of the 
art form of Beauty — *Vikirta! (5); the Best, ‘Uttamaw’ (4); the 
Loving Siva — ‘Arul peruku Givaberumān” (6); the blotless — ‘Nir- 
malaw (7); the Supreme — ‘Paraw (10); the Beyond — ‘Paraman’ 


(11). 
IV 


The hymn begins with the story of the Lord marrying the 
damsel of Tapas—He is the Lord of the eye in the forehead which 
burnt Kama (1). The Lord is again described as the father of 
the Destroyer of Tarakisura — the father who burnt Kama (9). 
These, apart from representing the Love aspect of God as the 
Mother, also suggest the correct attitude towards married life. 
Married life is divine, provided it is a life of tyēga where one is 
the master and not a slave of passions. There is a play of the 
consort coming from behind and closing the eyes of the Lord and 
its results are described. The Lord is all pervasive and the whole 
world becomes blind and enshrowded in darkness which necessi- 
tates the Lord creating for Himself an eye in His forehead (4). 
He is All Pervasive (2). He is everything — the five elements of 
the Universe, the firmly rooted things of the world and the mov- 
ing lives (7). But He is beyond them and, therefore, not contami- 
nated by their blots or defects. He is the Great, beyond the reach 
of Visnu and Brahma (8) — the loving Lord of the crescent moon 
(8), the All Merciful swallowing poison (8), the Lord of the Bull 
and of the Mother Goddess (8) and the Begging bard (11). There 
are the stories of the burning of the three cities (5), of the destruc- 
tion of Daksa’s sacrifice (6), of the crushing down of Ravana (7) 
and of the victory over Andaka (2), Indra (2) and Jalandhara (2). 
These are victories of His love — *Tēyvittu arul peruku Civaperuman 
(6) — the Lord Siva of ever increasing Grace which takes the 

. form of His crushing moon”. 
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Visnu was blessed with the discus which killed 7alandhara 
revealing the mystery of the act of the Lord’s Grace which at once 
becomes a salvation for Jalandhara and a gift for Visnu (2). This 
story of Visņu is a story of his worship with his very eye as the 
flower (2). There is again the story of the worship by Brahma 
in a befitting manner (10). Above all, there is the worship by 
Caņdēšvara renouncing all mundane relations (3). The Lord goes 
ever in quest of him to receive his services. This reminds us of 
the christian conception of the Good Shepherd. The Vaisnavites 
speak of the soul as the life jewel of God. If the soul goes astray 
the loss is His and, therefore, He goes in search of it; He is never 
happy till He regains it and the soul is saved. 


V 


The description of the place as a fitting receptacle of Divine 
Love follows. The bees slowly approach the buds.. The insects 
of six legs sing. The row of peacocks dance in the beautiful 
groves. Nearby, the blue lilies sleep beside the sugarcane, as 
though the song were a lullaby. The lotus blooms and beams up 
with joyful face as though enjoying the concert and the dance. 
In passing, it may be noted that there is an implied suggestion 
that the Love of God affects various people according to their 
spiritual development and nature, even as the same tune of the 
bee acts as a lullaby to some and a waking up song to other (1). 


If the Lord of Nampi Arürar is All Pervasive, our poet has a 
broad heart of love to which everything makes a poetic appeal. 
The great intellectual giants engrossed in the spiritual signific- 
ance of the Vēdas recite them aloud out of pure joy. There comes 
the rhythmic sound of the musical drums perhaps in accompani- 
ment to music and dance in the feasts and festivities, public and 
private. Groups of children jump and play creating their charac- 
teristic sound. These sounds from innumerable groups swell up. 


The buffaloes in confusion dash into the water; the frightened 


carps rush to the lotuses for safety wherefrom the scared bees 
which have drunk deep the honey of the lotuses flee away. Here 


is another attempt of a higher joy scaring the foolish away (2)- 

There are the works of art and a 
(Halls), Gopurams (Towers), 
races) —everywhere in this 


ant a rchitecture — Mantapas 
Malikais (Palaces) with cülikais (Ter- 


holy place where the ds of 
the Vēdas and sounds of festivals overflow and ante (RA 
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The hearts of the sight-seers are full. More than these architec- 
tures, this sacred music commotion of the festivals, their minds 
and eyes are captivated by the natural pond of lotuses where 
joyfully dive and bathe the beautiful damsels — a harmony of the 
beauty of art and nature, of spiritual and secular music (3). 


VI 


This place is on the southern bank of the river Aricil which 
our poet has already described. The waters heave up in waves of 
the flood, tumbling the tusks of elephants and pushing forth ‘akil? 
and sandal wood (4). The flood, like the crown of the Lord har- 
monizing various conflicting things brings out a harmony of the 
white chauire, the blue tail of the peacocks of the animal life — 
and of the Vēnkai and konku flowers of the plant life, the streets 
in the zephyr full of fragrance of the honey of the flowers of the 
arecanut palm (10). The flood brings about harmony of all things 
of enjoyment: fruits, gems, gold, flowers and fragrant woods — 
but all these are under the terrifying and loathful exterior of 
muddy water which whilst appearing to be dirty, washes clean all 
things it casts forth. Does not this remind of the world where 
people escape from the Lord’s Grace even as the carps rush away 
from the honeyed flowers of the floods to the shallow fields? (7). 


There comes the river Aricil on whose southern bank stands 
this Kalayanallūr appearing beautifully as a group of clouds be- 
cause of the smoke of sacrifice performed, for driving out the evils 
of the Kali age, by the Antaņar or Brahmins in whom the Arts and 
knowledge have taken refuge (4). There these Brahmins reside 
and live everywhere happily studying the arts, listening to and 
learning the various aspects of the Lord, praising Him and recit- 
ing many hymns and Védic songs full of meaning words (5). (The 
significance of this description has been explained elsewhere). 
These are the people of melting heart — loving and sympathetic 
heart, falling at the feet of the Lord in the morning and in the 
evening, so much that Nature seems to resonate with their wor- 
ship (8). The cuckoos of the grove call out and the beautiful 
peacocks dance; the bees hum the musical tune whilst the green 
parrots recite and repeat the praises as the central worshippers in 
accompaniment to music and dance (8). 


The dark waters whip up white waves battering on the two 
banks and throwing up and down the fragrant cardamom and 
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cloves. On the banks of the river stands Kalaya Nallir surrounded 
by the shining and fragrant groves where occurs a series of meta- 
morphoses — worthy of Ovid’s song — the dark trees of Punnai 
with buds like white pearls and these are metamorphosed into 
flowers of gold and again changed so as to exhibit the beauty of 
the coral (9). 


The waves of the floods reaching the river 4ricil dash against 
the spreading creepers of Mullai, Mallikai and Cenpakam and on 
the southern bank of the river stands the city of fields which pre- 
sent the sight of the most natural schools where the milch cow 
with its motherly instinct feeds on the fragrant Kalunir flower 
whilst her group of calves learn to graze the sprouts of sugarcane— 
a lovely rendezvous of love and learning with a message to the 
modern leaders of education (6). Thus the descriptions become 
more and more centring round the worship of the Lord. 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


CHAPTER XXII 
CORRUTTURAI 


(Hymn 94) 
I 


This hymn is on the pattern of the Citticcaram hymn (93) both 
on the pattern of the sentence and the pattern of the verses. 
The place of the Lord is Corrutturai — “Itam ......... Corruttu- 
riy?" — that is the pattern of the sentence. The second lines 
end with ‘itamam’ (1, 2, 3, 4, 5, 8, & 9), *patiyām” (6) and ‘koyil’ 
(7) and the fourth lines end with ‘Corrutturaiye’. The slow flow- 
ing of the music of the previous hymn moves very fast in the pre- 
sent. The rhythm here is the jumping ‘Kali’ rhythm reminding us 
of the galloping horse. The poet's joy reaches its height in this 
fast moving hymn like a dance of ecstasy. The stories of the Purā- 
nas are not narrated elaborately. The first verse however is still 
reminiscent of the previous hymn. In the other verses, the refe- 
rences to the Purānic stories are only casual. The important and 
impressive dramatic situations therein alone, are made lifelike. 
The Puránic descriptions of His form are given as beautiful 
visions. It-is not that we got only still pictures instead of moving 
pictures. It is rather, that we get paintings of His lovely forms 
and of His victorious acts full of dynamic force. The beauty and 
the love of God underlying the stories have been left in the pre- 
vious hymns to be understood by us. Here, they are more patent. 
The beauty and the holiness of the place are more explicitly 
identified with the holiness of God. The fact of His blessing us 
becomes as important as the Purāņic stories. 


II 


A few descriptions of the Purayic form are lifelike and poetic. 
**He is the Lord of the tiger's skin still wet with the flowing blood 
and of the mat-lock appearing like the flow of fire and water; 
“Alal nir oluki yanaiya catai" — This is really beautiful and dyna- 
mic suggesting the flow of the Ganges inside the flowing mat-lock 
looking like fire? (1). “The sacred thread on the Lord's chest is 
like a crystal flow on a coral reef’ (4). “The beautiful serpent, 
the feather of the crane and the crescent moon of the dusk are 


https://archive.org/details/muthulakshmiacademy - K^ 
a IP end ee Taf Jo V 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


640 PILGRIM’S PROGRESS 
arranged and harmonized in the crown of the Lord" (3). “He 


dances in the graveyard with dead bones and flowers of ‘erukku? ? 
(7). A kick to Death and a capital punishment to the proud 
Brahma (or Daksa), the creator, He administers" (5) — this is a 
dramatic and forcible way of describing the incidents (5). “The 
foolish and simple Lord who swallows the poison" — is another 
description (6). “A gaze of His eyes reduced Kama to ashes for 
He is a sea of the sacrificial fire" (8) — this is another description 
suggesting that all His acts are sacrifice or tyāga. ‘‘He is the first 
cause of this Universe standing firm and capable of breaking up 
the old fetters of Karma" (2). “Those who worship Him out of 
love even with insignificant things like leaves, He helps to escape 
this ephemeral life” (9). These last two descriptions emphasizing 
the universal aspect of God’s love and His significance to us in 
the present, are enumeratered along with the other descriptions, 
with a view to show that they are as important as the other acti- 
vities of God, activities which in the last resort signify the Grace 
of God, removing the fetters of this ephemeral life (9). 


III v 


In this connection, the other descriptions of the Lord become 
significant. God is *Ufaiyav', or the Lord of the possessions (1); 
* Amalan’, the blotless or the One who removes blots (2); *Vaittát, 
One who ordains things (3); *Xēmān', the king (4); ‘Maintan’, the 


strong or the youth (5); Peruman’, the Supreme (7); "Punitan*,the 
Pure (7) and ‘Mutalvan’, the First (10). 


IV 


In the last two lines of each verse, our poet usually describes 
the beauty of the place; he mentions in verse 2, the worship and 
the praise of the ‘tomtar’ of incessant love worshipping with gar- 
lands of flowers. He again describes the followers of Siva who 
renounce wealth and all other important attachments as forming 
the beauty of this place (7). Here is the imperishable wealth of 
Corrutturai, the imperishable wealth to the tapasvins, who, bow 


uu mur Šā pee m (9). These are *Arrār atiyār (10), 
ose who have taken refuge in Hi : 3 
attachments of theirs. Budae way all other 


The other descriptions of Cērrutturn; 
Kāvirī, the river of gold (1, 5), utturai, on the banks of the 


descriptions of its wealth (9), of 


- https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


CORRUTTURAI 641 


its beauty of groves and birds (3) and of the beautiful and chaste 
women (8) have to be interpreted as carrying the same message 
of the joy of self-surrender unto the Lord. The pearl from the 
bamboo and heaps of gold whirl in the eddies of floods of the 
Kaviri (1). In its grove, the trees ‘atti’ and ‘matuvam’ (iruppai) give 
a shower of honey drops (4) wherein are accumulated pollen dusts 
with all sorts of bees flocking there—a city surrounded on all sides 
by water (5). The mango tree feeds itself with the cool waters of 
the Kaviri but what a wonder, it emits fire (i.e., puts forth sprouts 
like red fire) in the groves of mangoes surrounding this place (6). 
The sweet and tender damsels of beautiful trees of hair sweeten 
their chambers with smokes of fragrant wood, which reach the 
Heavens (8). 


At the conclusion of this hymn which has sung the glories of 
the followers of Siva, our poet calls himself—he is inspired by the 
experience of his own hymn—the dog and slave of the followers 
of Siva; and the joy of this hymn is expressed by his advice to 
the world that those who learn the words of the hymn will be rid 
of all miseries (10). 
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PART III 
IN THE COLA COUNTRY—LATER? 
Introduction 


I 


The Aymns in this part are included by Cēkkiļār in the group 
already described. But in view of their tone of renunciation, we 
have separated them so as to be included with the hymns of the 
last period where also the same tone is heard. The geographical 

| argument, as we had already pointed out is the bedrock on which 
| Cēkkilār builds his scheme of Arirar’s hymns. In the last period 


| also, our poct, according to Cēkkilār, visits Tiruvaiyāru and the 
ri neighbouring places for some of which hymns are found only in 
n the present group. "Therefore, the geographical argument does 
s not stand in the way of re-arrangement. 

Ire Our poet exclaims, “Whom shall I think of except yourself?”, 
E *"Those who take refuge in the feet of the Lord are our Lords and 


Saviours”; “If He does not care for us, is there no other Lord but 
e He'?. Our poet speaks of the Lord as the beauty of the forest 

= even as the damsels have spoken to Bhiksātana”. Again he cries, 
“Forgetting you is death unto me. Even if I forget, my tongue 
will utter the truth JVamaccivàya", “Will you also be desirous of 
me! O, Lord of Veiīcamākkūtal, pray, assure. me saying, "Fear 
not'", «O, foolish mind! Get up. We shall go to worship at 
Purampayam", “I had not known this, this astonishing supreme 
excellence of the Lord of Kütalaiyarrür going this way", "O, Lord 
of Mutukuntam! Why this begging? What will happen if in the 
meantime your followers die?", “He is our Prince all through our 
sevenfold births. We have this great blessing, that the Lord of 
= Cirrampalam is there to save us from Yama and his followers". 
2 E ‘Til 


' and flow of divine bliss alternating in 


EE d 
Satana for 


ve becomes as it were the motif 
tionship—this truth is 
uty, the great path. 
Contemplation, self- 
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surrender, complete dedication of the three karanas are all beauti- 
fully brought out as the Supreme form of worship. Service to 
the followers of the Lord is a sign of perfection and contempla- 
tion of the Bhaktas is spoken of as the very contemplation on the 
Lord. 


IV 


The Patiicāksara comes in only in this group of hymns. “My 
parents are no more my prop;! I come besmeared with ashes, wear- 
ing a loin cloth” — thus our poet expresses his feeling of renun- 
ciation. In the previous group of hymns, the beautiful phrase 
* Karpaka-k katal?’ occurs. In this group he calls the Lord “Kar- 
pakā”, the munificent one that gives all we desire like the fabu- 
lous tree of the Heavens. There is another beautiful phrase 
describing the Lord ‘dra im Amudw', the insatiable nectar, a 
phrase which the Vaisnavites are so fond of. The Lord is the 
medicine to the Karmas of the world. The purāēnic stories are sug- 
gested to have an esoteric meaning revealing the Grace of the 
Lord. 


V 


Description of nature, its beauty and holiness occurs in this 
group of hymns as well. Here, we have the Kaviri and the Cirrüru 
— the Kaviri suggesting the worship of the Lord, especially the 
worship of the Lord by adorning Him with “ Vattavácikai'" or round 
laurel and the Cirrāru suggesting the overflow of the love of the 
Lord. The holy places are described in such a way as to create 
in our mind the impression of Heaven on earth or Sivalēka. The 
divinity of women is also hinted. 


VI 


The last verses as usual give us the idea as the result flowing 
from the recitation of the Aymns: the residence in Paraloka or Siva- 
lēka, rulership of Viņņulaku (Heavens or Vānulaku) the release from 
sevenfold births and karmas, becoming the Saviour of the followers, 
the communion with His feet, the freedom from misery or obstruc- 
tion, the freedom from faults or confusion of mind. It looks as. 
though these are all the description of the Supreme Spiritual 
state. 
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: CHAPTER XXIII 
MALAPATI 
(Hymn 24) 

I 


vē In this hymn the poet makes a personal appeal to the Lord. 
a He is also making a self-surrender. Here, therefore, comes 
another trough of the wave of his spiritual experience, which we 
had already explained. The Purāņic stories are casual, not occu- 
pying any central place in this hymn. “The golden form, the 
tiger’s skin, the lightning-like mat-lock, the *konrai”” flower (1) 
the Mother Goddess (2), the crescent moon (7), the beautiful ear- 
ring (7), the deer in the hand (9) and the destruction of the three 
cities (10) are referred to. As already pointed out, this is a hymn 
of worship and self-surrender and, therefore, it refers to the 
ar- worship of Brahma and Visnu (9) and to the beautiful flowers with 
VTNÉ which the sun and other Devas worship the Lord (8). The beauti- 

ne ful red (cemmai-ceyya) flowers showered’ on Him by the devotees . 
keep Him firm in the righteous (cemmai) path (8) — here isa pun 
on the words ‘cemmai and ceyya” which mean red, beautiful and 
upright. The beauty of the Lord appeals to our poet and he often 
refers to the Lord as precious ruby (manikkam) in his hymns. Here, 
in. this hymn, he addressed the Lord in every verse as the ruby of 
Malapati — Malapatiyul māņikkamē” — the great and famous pre- 
cious ruby (1-9) and *Afāmaņi” in qu í 


n The Lord is all forms of relationship, implying that others 
Em we call relations, are not really such (3) or, are so only 


— the mother (Annë — 1), the 
= 7), the brother (Annà — 5), 
8) the Lord (Amman — 3), 
t 


— 


| 
| 
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The other aspects of God are also emphasized. He is spoken 
of as the Path (Néri — 9), the symbol or the target of Linga 
(Kuri — 9). He who is without any blot (JVinmalan — 9), he who 
stands firm in His upright path (Miku cemmaiyuļ nimravam — 8), 
He who is good, affable and beautiful (Nirmaiyan — 9), the Wise, 
the Perfect (Vittaka» — 7), the Idea and the Significance of the 
seven worlds (5), the sweet musical Tamil (5), the Great beyond 
everything (5) (the significance of these terms we tried to explain 


elsewhere). 


I 


The beauty of the holy place is also casually mentioned. 
Taking refuge from the world of misery into the cool shade of the 
Lord's feet, our poet naturally emphasizes the cool shade of the 
holy place, (Maiyār pūm polil — 8), full of flower groves overcast 
by clouds; (Maimmām pūmpolil—3) the beautiful mango grove 
dark with shade, the grove of flowers, full of bees (Väntar pum- 
polil—4), the grove expressing the fertility of the soil and full of 
the artistic beauty (5), the lovely grove (Maintar cólai— 1). 


III 


In this beautiful place, into the feet of the Lord of those 
beautiful forms and excellent qualities described above, the poet 
takes refuge. “My father and my Mother cannot be any prop 
unto me even to the extent of the seed of the sesame" (3). “In 
this illusion of birth, I was born and I died many a time, I have 
thus become thoroughly eaten away by exhaustion" (3): “From 
old times, I am your servant” (4). “I dedicated myself comple- 
tely to the service of all the servants of your followers” (4). “I 
cut myself away from the faults without their ever following me” 
(4). “Before the Lord of the appointed day or Yama comes and 
afflicts me, I have taken refuge in You alone, completely as your 
servant — pray, accept me as well, O Lord!” (6). ''Renouncing 
everything, I have worn only a waist string and a loin cloth bes- 
mearing my body with the sacred ash and I have come and taken 
refuge in your feet; pray, accept me" (2) — so singing, the poet 
takes refuge in the Lord, asserting nine times that he has none to 
think of except the Lord — ‘Ninnai alal imi ārai ninaikkzne! — 
Whom shall I think of except Yourself?" That is the very life of 
the poem and its refrain. The renounching of the worldly rela- 
tionship (3), the fear of death (6), the misery of birth (3) egg 
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him on to get rid of his faults and misery through the service to 
the followers of Siva (4)— finally to give up all egoistic efforts 
and to surrender to the Lord with nothing but a loin cloth onhim 
and the sacred ash (2). 


Those who sing this hymn which expresses the experience of 
the poet when he has completely renounced this world and has 
reached something beyond this world — the Paralēka. will also, 
according to Nampi Ārūrar, reach the same happiness and joy of 
the Beyond (10). 


IV 


It is very difficult to believe that this hymn of complete ren- 
unciation could have been sung at this stage while he was living 
with Paravai, unless, the description of the loin cloth is to be taken 
symbolically or as referring to the Lord Himself, (*Meypūci” will 
then become the noun)—interpretations which will be very forced 
and artificial in the context of the hymn. It will be, therefore, 
more appropriate as coming at the fag end of his life, in that 
period of his life when he sang the Tiruvaficaikkalam hymn (Hymn 
4, see especially verse 8) which even Cekkilar feels was sung when 
Nampi Ārūrar wanted to renounce the domestic life (Periya Purāņam 
Veļļānaiccarukkam, v. 29). The same may be said of the following 
hymns as well and that is one reason why we have grouped them 
all in a separate chapter for being considered to have been sung 
in his pilgrimage after our poet met Cēramān Perumal. The 
geographical agreement is not affected as these songs are sung at 
the period of his visit to Tiruvaiyàru a place for which there is a 
hymn which is even according to Cékkilar sung only when our poet 


had met Céraman Perumal, That is why we had grouped together 
all these hymns on the basis of Cakkilar, 
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CHAPTER XXIV 
TIRUVĀNAIKKĀ 


(Hymn 75) 


I 


Love for a person reachesits zenith when anything connected 
, with the person also excites the same love. The extreme point of 
our love to God according to Vaisnavites is the love felt for the 
followers of God. In various places of the previous Aymns starting 
from his Tiruttontattokai, Nampi Ārūrar has been hinting at this 
truth. In the Tiruttontattokai, soon after the realization of this 
truth, we saw him fall at the feet of every one of the Bhaktas 
whose names have become popular in his days, crying, “I am the 
servant of His servants”. In other places, he has furnished parti- 
culars about their worship, their leadership and his following their 
path and thus becoming saved. 


In the previous hymn he has told us that it was service unto 
them that had enabled him to cut himself away from all paths of 
sins. In this present hymn, born of his experience, he makes an 
objective statement of truth that those who take refuge in the 
pair of shining rosy feet (5) of the Lord accepting Him as their 
| Master with the solemn affirmation of love, those who worship the 

Almighty as their father (4), God (2) and Lord (1), everyday 
' contemplating on Him and feeling merciful (7), praising Him day 
i and night (8) are the Lords of us all as well, Lords who have us 
too as their servants accepting our service and offering us salvation. 
Herein he gives the characteristic features of the Bhaktas, those 
who take refuge in Him (1), who accept Him as their Lord (1) 
and father (4), contemplating on Him and praising Him every 
day and being full of mercy (7). 


u 


; Thus contemplating on the Bhaktas, our poet feel 
has himself become one who is now capable of leadin 
life contemplating on the Lord being inspi y such 
n with mercy standing firm in the shady golden fee 


«ey "S 


* ~ = > 
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Who is the beginning of everything and remaining firm as a Toy- 
tan under that Feet as his great refuge. That is how the Aymn 
works a spiritual revolution in the minds of its readers and therc- 
fore our poet assures us that those who are masters of this muni- 
ficent Tamil garland of a hymn will not only be rid of their seven 
births but also accept us all as their servants to bring out our 
salvation (10). 


Ill 


How Bhaktas contemplate on the Lord or how the Lord ap- 
pears to Nampi Ārūrar in the present context becomes interesting 
from this point of view. “The Lord is all the four Vēdas and all 
other things, the Lord of hymns and all walks of life, the Ancient 
and the Good” (1). "He is the blotless, He is the father, the 
Mother and the inner principle of this world. Heis the Lord who 
is all attachment upto the true tapasvins” (4). “He is the great 
Master and Guru (Tiruvatikaļ) of those who are full of good quali- 


ties" (4). “For those who go round Him, He is the medicine 
which cures their chronic karma” (9). 


IV 


The Puranic stories are also referred to and must be taken to 
signify the same truths about the Lord. ‘The poison arose and 
spread out and the people in order to save themselves cried out, 
“Eat? and as a simpleton He ate the poison and His throat turned 
blue. He makes this description dramatic by calling them ‘vañ- 
car’, the cheats, for pretending that the poison was something eat- 
able” (2). The description suggests that the Lord is full of mercy 
even to swallow the poison to save others, though He is the lear- 
ned one, who had given forth to the world the works of various 
knowledge (ankam otiya—2), The poet refers to the konrai flower, 
the damsel of the river, the crescent moon and the serpents—all 
on the ruddy mat-lock of our Father who sits under the banyan 
tree (3). The story of the destruction of the three cities is also 
given (5) along with the description of the Lord riding on the 
bull in the company of the Mother (6) clothing Himself with the 
skins of deer and tiger (8), wearing ornaments which cannot be 
valued 'wilaipili (6). There is a pun on the phrase ‘vilaiyilt” 
which many mean precious and valuable, or valueless or beyond 
valuation, for, His ornaments, the serpents, the bones and the 

"ash appear to be valueless to those who do aon understand their 
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significance, while to the mystics they appear to be full of signifi- 
cance and value. The stories of the destruction of the Kalan 
(Death) (9) and Kaman (9) and the gift of the discus to Visnu are 
also referred to (10). The local story of the Cola losing his neck- 
lace or pearls whilst bathing in the Kaviri which is often spoken 
of as the wife of the Cola! and praying to God that He may accept 
his lost necklace, when the Lord in the temple of Tiruvanaikka in 
response to his request accepted the gift and appeared with the 
necklace (7) of pearls—a story which once again proves the mira- 
cle revealing the greatness of worshippers like this king and the 
love the Lord who is ready to fulfil their requests. 


V 


The beauty of the holy place is also described in relation to 
the flowing Grace of the Lord readily answering the prayers of 
Bhaktas, the Grace suggesting the flow of the river Kaviri of 
beautiful and resounding waters of ripples and waves — the cool 
and lovely river coming to embrace (and save) the world. 
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CHAPTER XXV 


TIRUPPACCILACCIRAMAM 
(Hymn 14) 


I 


| A feeling of depression overcomes the poet when in his world- 
ly view he feels that the Lord is loosening His grips on him. 
| Certian amount of bitterness rises in his mind against the Lord 
and he cries, “Is there no patron but He?" It is the privilege of 
a lover to feel sulky about the acts of his beloved and about what 
one feels as the indifference on the part of the other whether the 
indifference is real or not. Bouderies (Utal) according to Valluvar 


js sweetens and hightens the joy of love. It really represents the 
[5 attempt at overcoming the feeling of duality and as long as this 
NE does not lead to any breaking away, it leads to the final union and 
l ecstasy. The duality has to be overcome by these means of love: 
B the recurring moods of sulkiness are so many steps. The poet 


ie himself in the last verse assures us that the verses, though they 

À may seem to be so on the surface, are not really songs of derision 
or reproach. He feels that the Lord should put up with his kind: 
of speech from a follower like him. The interrogation, “Is there 


no Lord but He?” implies a negative answer that there is no 
other Lord. 


Our poet here satirically gives a description of his absolute 

šā surrender to the Lord which inspires the interrogation, ‘‘Is there 
3 

no other Lord?" when he feels that there is no loving response. 


E Itisa cry of despair in the midst of the darkness he feels ensh- 
í rouding him when the beloved leaves hi 


m eye. This kymn is, therefore, 
D > — surrender and the spiritual 


S m in the twinkling of an 
important as revealing to us his self- 
height reached by our poet thereby- 


x U 
ed 


= icat ed my trikarana—my head, my tongue and 
iun. 1 have ordained myself to Him and to 


(a dns T < ben. 


SI 
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the service unto His beautiful feet. There has been no pretension 
or cheating, herein. If I begin to describe it, it may look as 
though I am describing something ideal to be compared with 
something real and that way my description may appear to bean 
exaggeration and self praise whereas it is the barest truth” (1). 
< Uraittakkāl uvamané okkum” has been a problem for commentators. 
*Uvaman* has been interpreted as the dumb being by Tamil Lexi- 
con which probably interprets the phrase to mean, “If I being to 
describe, I have to become one like the dumb". Others have 
taken it to mean that the Lord is, like unto Himself. A few have 
taken the ‘uvaman’ to mean a pretension, something which looks 
alike on the surface though not the same in reality. Uvaman” 
corresponds to the Sanskrit word ‘upama’, something with which 
a thing described is compared with and according to books on 
rhetoric the 'ubamā”, should be representing the highwatermark of 
perfection in the fleld in which the comparison is attempted — 
‘Uyarntatan mērrē ullunkālai” (Tol., S., 1224). It is this meaning 
we have attempted to explain. 

“JT donot cry Mother or Father. I remain satisfied by calling 
you ‘my Lord’. ‘My Lord’, think also of me as one who still 
exists and show me an iota of your holy love” (2). (This cry of 
surrender may mean that he has no longer any attachment to his 
father or mother. Perhaps this interpretation is not very impor- 
tant in the present context of the hymn, though that meaning will 
support our assigning a later period to this hymn. It is better to 
interpret this cry as meaning that the poet has not taken refuge 
in the Lord as his father or mother but as his Lord and Master 
expecting no parental love but merely the protection and susten- 
ance which the slave usually expects at the hands of the Lord 
completely effacing his individuality having no personality of his 
own except that of the Lord, thinking of the, Lord, speaking His 
praises and performing His services. In the Ramayana, as the 
Vaisnavites point out, when Sumitra, the mother of Laksmana, 
advises him to follow Rama to the forest, she specifically warns 
him against thinking of the relationship of Rāma's brotherhood 
and advises him to go after him as his slave and servant; for, the 
thought of blood-relationship will lead to egotism whilst the feel- 
ing of service will inspire complete self-surrender, making him 
pray, “Thy will, will be done”. It is this kind of self-surrender 
that our poet is also hinting at, when he himself cries to reach 
the ears of the Lord). 
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III 


At this stage the poet seems to read the mind of the Lord in 
his own way, He feels that the Lord is thinking of saving the 
followers at a later stage. Here our saint as a great poet reaches 
a higher stage and makes his personal grief, the universal grief 
of all the Bhaktas. God’s procrastination makes him all the more 
bitter and he cries, “If He were to bless His followers only later 
on, is there no other Lord but He?" (2). 


“I do not experience the firmly established truth of the Lord 
except when I embrace Him (or, as some others take it, “when 
the miseries batter on me). Therefore, I thought, it was enough 
if my mind was always contemplating on Him in mental embrace. 
He is the Lord who destroys the obstructions and the three ‘mala’s 
as the three castles of the air, swallowing poison to save His fol- 
lowers. Inspite of whatever we may say in extenuation or other- 
wise, if He is happy when He gains us and is sulky when He is 
not so profited. “Is there no other Lord but He?" (3). The idea 
of lovers lurks behind this hymn. The poet is happy and sure of 
his safety and salvation when he, so to say, is in embrace with 
the Lord, that is in communion with Him and in contemplation 
on the Lord. He thinks this contemplation is enough to give 
this pleasure, but in a moment of depression such a contempla- 
tion fails and he cries in despair. The Lord also is happy and 
elated (ukantu) only when the soul surrenders unto Him and when 
p veuen it as die greatest gift. [In interpreting the phrase 

utar ati of Nammālvār (I/1/1), Rāmānujar states that the feet of 
the Lord beam up with Light and Joy when the lost soul is re- 
covered and received afresh by the Lord. The same idea seems 
to have been expressed by our poet's phrase ‘Perrapotu ukantu’. 
Naturally it implies that the Lord will be despising Himself and 


feeling miserable when the soul is not thus recovered and saved; 
— of course this is the only wa 


feeling of the Lord, in a munda 
be correct. 


y in which we can express the 
ne way, though it may not be 
The poet, therefore, feels that when he feels miser- 


able losing the loving embrace of the Lord, the Lord Himself 
feels miserable and remorseful (3). 


“The Lord does not speak i 
out, his tongue do ds 
like these—‘these are our men: those a E dior MR 


: re others; this i : t 
is bad”, for He makes no such distinc dc gods 


) tion. There is no external 
show of his love. He accepts many a people as their Lord for 
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saving them all but there is not a word of sympathy. He gives 
not a single thing. “Is there no Lord but He?” (4). 


This cry gives expression to the Lord’s love for all trying to 
save us all. It is the story of the prodigal son where the good 
receive no extra word of kindness or any present. The feeling of 
worldly suffering makes the good soul also cry not out of jealousy 
but out of the misunderstood feeling of separation and indiffer- 
ence. 

“Tt is true, He is the destroyer of the three cities(5). But once 
the soul turns to Him with love, incessantly praising and con- 
templating on Him, from that moment, He feels for it and blesses 
it as His servant worthy of all praise; He feels indeed so much 
that its moment of separation is felt as the moment of His death. 
(Or, this may mean that He blesses the souls from the very 
moment of their dedication to Him, those who love Him so much 
as to feel the day of cessation of their services as the day of their 
death). If He, whatever we may say, leaves us separated in a 
twinkling of one eye, is there no Lord but He?” (5). 


IV 

«I do not even step into the place where had walked the 
people performing tapas or sacrifice of evil or cruetly. The cruel 
and evil karmas will certainly destroy us. Sure of this conviction, 
I know only the tapas of service unto His feet and I know not 
any one else. This, my Lord knows. But He carries the chief 
weapon of Trident, (something like a Cross of suffering for us all) 
and does nothing but is besmearing us all with the ashes. If 
this is all He does, is there no other Lord but He?” (6). Here is 
an assertion of our poet's complete self-surrender and he calls 
the Lord himself to bear witness to this — renunciation of all 
attachment signified by the purity of the besmeared ashes — a 
revelation, by the way, of the great spiritual development reach- 
ed by our poet. (6). 

The poet’s heart-rending cry continues: (What is it that He 
can give?”, — the Lord of the skull and the graveyard? If He 
appears to be all true but does only acts of falsehood, “Is there 
no other Lord but He?" (7). The falsehood is his disappoint- 
ment. The beloved feels that He will never leave the lover; the 
anxiety of the beloved imagines His separation against His pro- 
mise and thus arises the accusation of playing false to the belov- 
ed (7). 
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“This is a fattening body. I will never conclude that it is 
permanent. I have turned inwards and relied upon the mind, 
contemplating on Him, as my prop. I have bathed myself as it 
were in the group of your followers — i.e., I have been in com- 
munion with them. I praise and worship with my hand, fall at 
your feet and rise up a changed man — all this I do, day and 
night, in a world of contemplation or thought. If unconcerned 
He dances on the graveyard of corpses, holding a serpent in His 
hand, is there no other Lord but He?" Is this not what we have 
described elswhere as the Dance of the Absolute in the Heart of 
renunciation and Love? (8). 


«O, my mind! you melt in love, run in joy and embrace Him 
to perform daily the services however menial they be: He blesses 
those who do not waste away all their appointed days and who 
before that day comes, invoke Him as “My Lord" even though 
they may be devoid of Love. “The great Man of mine! Ifin- 
spite of all that we may say, He does not put up with our faults 
and give us nothing, is there no Lord but He?" (9). This cry 
reveals a Lord of love who is at the same time the Lord of morals, 
the latter form appearing more stern to the followers when they 
turn worldwards. The beloved feels that the lover has misunder- 
stood one’s playful acts and, therefore, has taken them seriously, 
as to mean His leaving away without any token of love. 


In the moment of self-surrender when the poet is overcome 
by a feeling of renunciation, he contemplates on the form of the 
Lord, as the great Lord of renunciation, appearing with the loin- 
cloth and the finely powdered white ashes. By the force of this 
contemplation the vision of the Lord appears — the Lord of the 
sapphire throat — the Lord of Love, feasting on poison for others. 
The trikaraņas of the poet are converted and transformed. "1 
speak of Him; I think of Him — I am always in His service 
(Toņtan) — with all my mind. He holds the serpent in His hand 
— this Lord of Paccil. He aceepts me as His servant. He has 
embraced me hard but if he were to loosen His embrace, is there 
no other Lord but He?” (10), (This interpretation proceeds on 


ihe Basis of the reading ‘Pinippilar’. There is another reading 
*Panippilar when the phrase will mean 


order, is their no other Lord but He?” 
that he accepted destroying the other 


"If He does not speak or 
- 'Pinippata! may also mean 
fetters or diseases). 
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«Not only in this birth alone but in all the sevenfold births, 
I have been His servant and slave. I have become also the ser- 
vant of His servants. I am His, by right. My heart melts in 
love. My Lord of Paccil who blesses those of rare fame! Pray, 
show me your russet feet! If He talks big and acts low, is there 
no Lord but He?” (11). Talking big and acting low mean the 
same thing as "Meyyarē ottor poy ceyvatu” (7)—to appear Truthful 
and to act Falsely. 


“These are not words of reproach; these are not words of 
contempt. My fame has spread as of one who ever cries, O, 
My Lord! (I have taken refuge in Him with all my trikaranas). 
Many a day I have fallen at His feet. I have spoken of Him with 
my own mouth and contemplated on Him with my mind. If the 
Lord will not put up with the words (of love) thus spoken by 
Ārūran o! Naval of fertile fields, is there no Lord but He?” (12). 


WE S 


Knowing His eternal relationship with us, taking refuge as of 
right in Him in all the three spheres of our activity—mind, body 
and tongue, all of which sincerely hanker after Him, dedicating 
himself for ever and all the day and night to His services, and to 
the services of His followers, feeling as His beloved as though 
dead when separated from His service, never being in the company 
of others of wasteful tapas, the poet is seen at the height of his 
divine spirituality. It is not without significance that he applies 
his own description of the worshipful followers to himself (9 and 
11). He includes other followers with Himself and utters the cry 
as the all piercing cry of the Lovers or Bhaktas (2). The cry goes 
up from his heart, when as the beloved of the Lord he feels His 
embrace loosening round him. In this way is also revealed the 
Love of the Lord—the Mad in love—the Lover of Lovers—the 
Lord who blesses those renouncing all their attachments and cry- 


ing up to Him. 
VI 


The puranic personality of the Lord is described in this hymn, 
as explained above to fit it with the cry of his heart—the loin 
cloth (1, 10), the ashes (6, 10), the serpent in His hand, (8, 10), 
the madness (1), the destruction of the three cities (3, 5), the 
sapphire throat (3, 10), the trident (6), the skill (7), the grave- 
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yard (7, 8), the skeleton (7), the sacred thread (7), the mat-lock 
(7), the crescent moon (7), the form of art (vikirtar) (7), as 
opposed to Nature are all referred to. 


VII 


The beauty of the place is not forgotten; it appears as the 
very loving form of the Lord—the cool and natural tank full of 
swarming swans (2), (or the tank which transforms itself into our 
food whilst feeding the paddy fields and becoming the sap and 
the ripening there after into the paddy of the plants) —the tank 
which resounds with the swarming of birds of the fields of grow- 
ing gold of paddy (4) where bathe the beautiful doll-like damsels 
(7). The beauty is also holiness and it is there those who have 


cut away all their attachment, throng and it is there the Lord 
blesses them. 


VIII 


The place is called *Pāccilāšramam* —the Asramam of Paccil one 
of the parts of the country on the northern banks of Coleroon, 
perhaps reminiscent of the Asramams of the Rsis described in the 
Ramayana. Paccil—‘pacu’+il—may mean the house of green 
leaves. Our poet has referred to it as Kuta-p Páccil and it has 


been suggested that Pācetl itself may be a corruption of the word 
«Pratīci” (West). 
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CHAPTER XXVI 
TIRUPPAINNILI 
(Hymn 36) 


I 


There have been recurring references to the Dancing and 
Singing Beggar in the previous hymns, revealing the esoteric signi- 
ficance of this form. In the last hymn, this Lord holding up the 
serpent in His hand, peeped in many a time. Though His form 
was not the central theme, yet it became the background, with 
the suggestion of the Beloved. The Beloved cannot raise the 
question, ‘Is there no other Lord but He?" (14). If it is taken 
as the speech of the Lady-companion as playfully putting aside 
the Lover, it may be fitting according to the conventions of Tamil 
erotic poetry. Therefore, the suggestion remains underground 
whilst our poet as Nampi Ārūrar sends up the cry of his heart. 
But he slowly gets immersed in that experience of Love of the 
Hound of the Heaven in the form of Bhiksátana, coming begging 
for our Love. In that overwhelming experience, he stands trans- 
formed, as the Vaisnavite commentators on Wēlāyiram usually ex- 
plain, intoa woman, the beloved of our Lord, one of the damsels 
to whose door, the Lord of a Beggar is said to have gone a-begg- 
ing and he sings like those damsels. In the last verse of this hymn, 
our poet states that this hymn has been composed on the model 
of a dramatic speech of those many damsels of lightning-like 
subtle waists, expressing their love unto the Lord. 


The Love is there in the hearts of the damsels; but there is 
also the fear and the sulking which prevent the complete commu- 
nion. The references to the Bhiksatana form, in this hymn, has 
been discussed at length in our study of the delineation of Bhiksa- 
tana by Nampi Ārūrar. The form here, in this hymn, represents the 
Natural Beauty of the Forest and the Lord is addressed in every 
Verse at its very end as *€ Araniya vitankarē”. 


II 


«What is the use of your blue throat and the skull? Pray, 
accept alms in one house. Is that necklace of yours a serpent?” 
T. 83 


- 
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(1), asks one damsel in all love, at the last moment with- 
drawing frightened by the serpent. 


«Ah! the bull looks terrible with its roar; the fiery mouthed 
serpent hisses. Pray, do not come my Lord, with the serpent in 
your hand!" (2) asks another terrified by the bull and the serpent 
whilst losing herself in love. 


“Your form is pure; your mouth is pure; your eyes (look) are 
pure. But yours is a stitched up bit of a cloth. Pray, leave off 
dancing with the ghosts. My Lord, why this? Are you mad?" (3) 
is another love speech of a damsel impressed by His purity but 
surprised by His mad dance. 


“You sing. Are you a master of the beautiful Tamil tunes? 
What is this? You come and stand with the serpent of ruddy 
eyes dancing in your front arm. Our love cannot allow us to 
refuse the alms; but your serpent cannot allow us to offer the 
alms. Ah! Forest Beauty! Is the Heaven of the setting sun your 


form?"' is another speech, expressing her love of His dance, song 
and form (4). 


“The ash on your form shines white like pearl. You hold the 
skull in your hand and state that you are of Paigaili. But you 
come with the Mother sharing your body and we cannot offer 
our alms. Pray, walk away. Are you of the mat-lock carrying 
the river?” (5), asks another in love but ashamed to confess her 
love in the presence of the Mother Goddess. 


"Have you ordained yourself for stealing away the bangles 


of the damsels of beautiful tresses of hair smelling sweet with the 
fragrance of ‘kuravam’ flower. In this adventure or escapade, can 


Ou recognize this house even in the dark night? Are you capable 
of walking in and escaping from here? Pray tell me, are you an 
expert in making the serpent dance?” (6), is a damsel's expression 


of love, a love which it has reached the stage of noctural clandes- 
tine escapade. 


“You wear beautiful flowers. But why then adorn yourself 
with bones? The graveyard is your city; the skull is all you 
possess. What then do your lovers get from you? You stand 
saying, “I am of Paišītiīlai”. Pray tell me, are "m a master of 
music and dance?” (7) is another dramatic au of katru 
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“All kinds of flowers, the river Ganges, the crescent moon, 
the skull and the feather of cranē lie within your mat-lock. You 
stand, stating that you are of Paiññili. Pray, tell, us, have you d 
covered yourself with the flayed skin of the elephant?” (8). That | 
is how the damsel impressed with divine harmony speaks. | 


“You dance singing, in accompaniment to the orchestra of | 
all musical instruments and stand saying that you are of Painnili, | 
What! pray tell us, why have you adorned yourself with bones and 
tortoise?’ (9) is the loving speech of one taken away by His 
dance but startled by the bones and tortoise shell. | 


“A serpent on your arm, a serpent on your waist, a serpent 
on your neck—they hang loose and low on your back. You 
besmear this form of yours with ashes on. You sing the Vedas 
and music. You slowly come and stand across our path as though 
forcing yourself on our modesty and state that you are of Painnili. 
Pray, tell us, ‘What is this beggary of yours’? (10) is the final 
speech before denial. | 


These dramatic speeches express the beauty of this love scene 
—the eternal love scene of the Lord and the loving souls, marking 
various stages of love-making of the Lord and responses of the | 
damsels till the stage is reached where the Beloved, as it were 
attempting on their modesty as is revealed in the last speech of | 
the damsels. 


III | 
| The Nampi Ārūrar it is, who is singing this hymn is made 
clear by certain statements about the Lord which the damsels of 
the Dārukavana could not have made. “The whole world praises | 
and worships you alone falling at your feet. You cut away | 
completely the attachment of the Karmas of those who sing and | 
praise you every day"—these are personal experiences of our 
poet, which he exclaims even when he becomes the Beloved 
Damsel. 


IV 


The beautiful place where this love scene is enacted must 
have been an area surrounded by forest—a place of flower gardens, 
fertile fields and waters. The poet sees surrounding this Pavanilt, 
the green waters teasing with their waves the sandal, venkat, 
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konku, akil and champak, which have stood in their way as though 
arrayed in war against them (2). The waters flow into the moat 
of the city full of lotuses. The cool and green ‘mātav and 
‘punnai’ from the green gardens surrounding the city (3). These 
groves send up the fragrance from the great flowers cool and 
fresh (4), the groves where the singing bees hum their music (7) 
and where on all sides, sing the cuckoo (9). The swans flock 
together in the fields surrounding paiffili, (11) whose firm rooted 
fame is of the ancient variety. 


V 


The poet whilst singing this hymn experiences the divine peace 
and love, spoken of as the russet feet of the Lover of the Mother 
which, he assures those who sing to music these songs of his words 
of mouth concentrating on its meaning, will also attain (11). 
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CHAPTER XXVII 


TIRUPPĀŅTIKKOTUMUTI 
(Hymn 48) 


I 


In this hymn, our poet narrates to the Lord the process of his 
self-surrender unto Him, a self-surrender which has now become 
his own nature — something habitual — a stage of development 
higher than the one till now revealed to us by the hymas, thus 
justifying our placing this hymn with those of a later period. The 
old sulking, however, remembered. 


II 


The sacred mantra of the Saivites is the Pancaksara or the Five 
Letters, ‘Na ma ši và ya” whose gross meaning is ‘Worship unto 
Šiva. “I am not mine but Siva's", is the meaning which demands 
the self-surrender. Here ‘Ya’ stands for the soul, ‘va’ for God’s 
Grace, ‘Si’ for the Absolute, ‘Na’ for the power of the Lord which 
hides the Truth from us till the soul reaches its perfection so as 
to see the vision of the Truth and ‘Ma’ for the Mala or imperfec- 
tion or ignorance taking the form of matter, evil; etc. The soul 
gets away from ‘Mala’ and the hiding power, to take refuge in 
the Grace of the Lord, the Grace being spoken of as the Feet. 
After a stage, the soul loses itself in communion; the distinction 
— the Absolute and its Grace — also disappears; the experience 
of the Absolute alone remains. It is the experience of the Paficá- 
ksara that is described in this hymn and its various stages. 


III 


**J had no other attachment. I contemplated on your Sacred 
feet alone. It was when I attained this escape from the Hiding 
Power (‘Wa’), I was really born, — till then I was a dead thing, 
identified with dead matter (/Mz). I reached further the stage 
of not dying any more — no sliding back into the ‘malas’. Even 
if I forget, my tongue will utter this truth «Namašivāya”.” The 
duality between the conscious and the unconscious had been 
broken; the higher truth has soaked through the conscious to the 
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unconscious creating thereby a superconscious and spiritual 
unity (1). 


This love of God reaches its perfection when it blossoms into 
the love of Men, the followers of the Lord. This is expressed in 
this sacred verse. ‘“I am your lover. I never consider those days 
when I slight those who worship your feet (or when I am slighted 
by them) except, as days of oblivion and days of destruction, 
Even if I forget, my tongue will give expression to the mantra 
Namašivāya” (2). 


«Y never consider those days of separation — the days when 
I cease thinking of you — except as days of failing consciousness. 
as days of departing life and as days of balancing on the funeral 
pyre. Even if I forget, my tongue will give expression to the 
mantra Namašivāya”” (3). 


«O, my Patron of limitless fame! The Lord of my father! 
My gold! My precious gem! Even if I forget, my tongue will 
give expression to the mantra amasivàya (4). The poet forgets 
himself in the divine experience which he begins to describe only 
to become dumb after calling Him, Lord and the precious thing. 


Old memories get revived in this speechless stage. ‘I, your 
slave, also was in great fright — overpowered by the delusion and 
misery of the world — I cried to you in the hope that the Begin- 
ning of everything is the Fortress for the Frightened. You have 
blessed me with your Grace, consoling and encouraging me with 
the words, “Fear Not”. Is there now anything of yours that will 
be wasted because of this mercy shown? (Why then do you not 


continue encouraging me)? Even if I forget, my tongue will give 
expression to the mantra Namasivaya (5). 


But the memory of his sulking is transitory. The contempla- 

tion of the beautiful form of the Lord transports him to a stage 

- of Bliss when the unpleasant memories, past and present vanish 
except to the extent of his singing the chorus of the song. The 
tender leaflike crescent moon on the crown, the girdle of the 
dancing serpent around the tiger skin on His waist, he sees and 
exclaims, “O, Beautiful, One”, Even if forget, 


: ; my tongue will 
give expression to the mantra Namašivāya” (6). 


*I have contemplated affectionately on your feet of flowers 
and lo, my fetters of Karma have broken down”? 


S (7). In this 
mood of wonder he forgets himself except to sing the chorus. 
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The beauty of the place captivates him and he proceeds to des- 
cribe it. 


The beauty of His purāņic personality and the beauty of the 
place become one in this stage of joy. “O, Lord of the gold mat- 
lock, O, thou who hast aimed at the three cities! Loving the 
company of the Damsel of fragrant tresses of hair, you love also 
intensely the Pantikkotumuti of beauty" — “Even if I forget, my 
tongue will give expression to the mantra Namasiviya” (8). 


He cried out a little while ago, “My Lord, the Lord of my 
father, the gold and my precious gem!" He sees here the Dévas 
repeating like mad men the same words and eight thousand crore 
other names of the Lord, the father of the Cāraņa (scout) of 
Ganapati. The purāņic personality and his vision of love appear 
before him, there inside the temple of Kotumuti in "Karaiyūr where 
worship Narayana and Brahma and he cries, “Even if I forget, my 
tongue will give expression to the mantra Namašivāya” (9) 


The poet enjoys the purdnic personality and lovingly repeats 
its descriptions. The whole hymn is thus a hymn of ecstasy; having 
thus experienced it whilst composing this hymn, our poet assures 
us that those who repeat the words of this hymn — without even 
singing it — will be devoid of all miseries (10). 


IV 


The beauty of the puránic personality becomes enchanting,— 
the mat-lock (catai-piūūakam) (10), the konrai flower (10), the 
crescent moon (6, 10), the destruction of the three cities (8), the 
company of the Mother (8), the poison (5), the bones (6), the 
tiger's skin (6), the serpent as girdle and araiñāw (6), the father- 
hood of Ganapati (9), the worship by Visnu and Brahma and the 
Dévas (9), the form of the mad man (10), the Beginning of every- 
thing (9) and Birthlessness (10). 


V 


The first words of every fourth line are emphatic descriptions 
of the Lord, compressed in a word, and also other words of ad- 
dress. The poet as a tapasvin renouncing all attachment and taking 
refuge in Him, looks upon God as the Great but Good Tapasuin 
of Love — Narravan (1) — Narravam is to be contrasted with 
Cetittavam already referred to in the previous hymn. The Dancing 
beggar and His loving speeches of such oratorical powers and His 


i 
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Great Light beyond all Lights are remembered. He is the Dancer 
(Nattava — 2); the Master of the tongue or speech (JVavalà) (3); 
the Expert (Vallava) (4); the Paraijoti (6); the Lover (Nampan) (8); 
(Virumpan) (7); the Mad man, mad with love (Pittan) (10) even 
as the poet is his lover (Ita) (2); the Beautiful (Alakan) (6); the 
Gold (Pon) (9) and the Precious Gem (9). But this love has 
nothing immoral about it, for, He is the Great costodian of the 
moral path and knowledge (Cétan) (6). He is the Beginning, the 
Cause of all Causes (Karanan) (9) having no cause for Himself, 
i.e., He is Birthless (10); our Lord (Pirān) (9). 


VI 


The holy place as has already been pointed out, captivates 
the imagination of the Poet. The cool and spreading, active and 
shining waters of Küviri come and flow down, in that place and 
itlooks as though the great Light of Lights descends down to save 
the world in the form of this Kāviri (3). The Kaviri not only re- 
presents the Lord but also His followers. Like them the shining 
waters of Kaviri come with the round garland for His crown to 
worship at His feet and to praise Him with its sound (2). Yes, 
it praises (6). The beautiful and cool Kāviri rushes down with 
its cool waters singing a music of its own (6). As though imitat- 
ing Kaviri, the followers, these good people — fall at His feet and 
praise Him on the banks of Kāviri coming rushing down pushing 
along the stones, to shower fertility (4). The Damsels of the 
place (who by their chastity bring about this fertility of the 
rains) or equally divine as the Bhaktas and they dive and bathe— 
these doll-like damsels of soft feet, coloured red with cotton (5). 
The groves are thick and stand beautifully surrounding the Kaviri 
banks wherefrom the young garland-like girls of soft and round 
shaped bosom dive (7) and bathe in the river and where on the 
branches of the trees the cuckoos sing and the peacocks dance as 
though in a concert (8). "The holy worship of God is, therefore, 
a peculiar beauty of this place. The learned men, the good souls 


and the beautiful damsels—all worship the Lord— paying thus the 


homage of Truth, Beauty and Goodness (9). Even the Kāviri 


worshipping the Lord with the wreath for 
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CHAPTER XXVIII 
TIRUVENCAMĀKKŪTAL 
| (Hymn 42) 


I 


In the last hymn we saw our poet in the midst of his subjec- 
tive exclamations, losing himself in the natural beauty of the 
Holy place appearing before him almost reminding him of the 
Lord and His overflowing love. He is completely under the influ- 
ence of this enchantment of Nature appearing as the very form 
of the Lord — the bewitching beauty of Art form of Veitcamakkütal 
(Veficamakkütal Vikirtà in each verse) with its river — the very 
abode of the Lord, Sivalokam, overflowing with His Grace abound- 
ings. It is because of this experience that the poet assures us 
that the masters of the ten verses of this Tamil garland of perfect 
words are sure to reside in the Sivaloka. 


II 


In thus experiencing the Lord as Omnipresent and the loving- 
ly beautifying Nature full with His presence, as though He were 
in need of all these for His Omnipresent perfection, an idea arises 
in his mind, whether God is not in need of him as well Yes, 7 
every soul, every creature has to be saved; for, otherwise, the ve. 3 
Lord and His love become incomplete and imperfect, ineffective 
and powerless. “You need me as well" is the expression of 
wonder, but in the presence of the Omnipresent Beauty and Love 
and Power, the old lurking feeling of duality and fear, converts —— 
this exclamation of wonder, into a cry of anxiety, «Will you want 
me?" and into a prayer of despair, “Pray, be desirous of yy as 
well". 


Ha the Eu īres stanzas except. the choru E 
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a symbol or a form of the overflowing love of God. On its eas- 
tern bank stands Veficamakkatal full of the beauty of Nature and 
Art, enshrining God in its temple. The river dashes against the 
banks with its gifts as though forcing the world to receive its 
loving blessings, a world which goes its way without caring to be 
saved by this flow of love. But the loving waters enjoy this saving 
overflow and this rush of theirs (Tz/aitu) The river throws 
down the bamboos with such force that they split and yield up 
to it, their shining pearls. The river throws the wealth of pearls, 
and fragrant spices of cardamon, clove, takkolam and ginger into 
its rushing waters and swells up in joy to dash against the banks. 


As mentioned before, on its eastern bank stands the Vefica- 
mükkutal full of the leafy Mango-trees, the bent ‘Punyai and the 
*Nalal' trees and 'Kurukkatti” on which the cuckoos never cease 
singing whilst the rein-deer gets frightened.’ “O, Beauty of Art- 
form of this Vericamakkiital! Pray, be desirous of me as well”? (1). 


“The river swelling up with joy carries throwing into its 
restless waters, the round shaped precious gems, the sandal and 
akil, to fill up many a tank and pits and dashes aganist the banks. 
On its eastern bank stands Veiīcamākkūtal of wealthy palaces, 
towers and gem-bedecked-mantapas or Halls, going up, become 
one with the shining moon inside the clouds (as though present- 
ing the very form of the Lord crowned with the moon). O, 


Beauty of Art-form of Veficamakkital! Pray, be desirous of me as 
well”? (2). 


Our suggestion that the river appears as an idol of the Lord 
receives further support in the third poem where the poet des- 
cribes the river receiving the worship of the beautiful damsels. 
The innumerable damsels, shy and coy like the deer of the moun- 
tains, of lovely beauty, like peacocks — the good souls of beauti- 
ful eyes like the well shaped spears come and bow down. The 
river swells up and dashes against the banks carrying valuable 
things rolling them all into its waters full of waves. On the 
eastern bank stands the city surrounded by the fragrant gerdens, 
cool because of the harmony of the innumerable varieties of 
crowding trees, the rows of arecanut palms, the long-legged 


cocoanut palms and the short-legged jack trees. O, Beauty of 
Art-form! Pray, be desirous of me as well” (3) TE 
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IV 


In the fourth verse our poet, instead of suggesting the Lord 
as in other verses, openly describes the purēņic personality of the 
Lord in addition to his original scheme of describing the river and 
the city, which more patently suggests that very form of His 
purāņic personality. "The damsel of music-like speech is on one 
part of your body and you never leave off your attachment to the 
graveyard. The river teases and tosses up, cool ʻaki? and the 
beautiful chauries. On its eastern bank stands the city of Vefica- 
mākkūtal, where young damsels dance to the tune of the flute and 
the musical drum inside the gem bedecked music hall going up to 
become one with the moon of the Heavens. O, the Beauty of the 
art form! pray be desirous of me as well" (4). The idea of the 
Mother and the Lord's hall of Dance inspire the poet to describe 
the damsels in the dance hall of the city. 


The purāņic personality of the Lord again captivates the mind 
of the poet and under the influence of its enchantment he forgets 
his present scheme of describing the river and the city. The form 
of the Lord dancing with the 'tētu” and the ‘kulai suggesting the 
Ardhanārīšvara comes to the mind of the poet. In the dance 
escapes the fragrant ‘kowrai’ flower (Kalaiyé kamalum—is not quite 
clear. ‘Kalai’ may be the accusative of the ‘Kal’ or honey what 
its central */” elided. Then ‘kamalum must become causative. Or, 
‘Kalai? may mean that which has become separated escaping in 
the swift movements of the dance. ‘Kajai’ also means beauty but 
that usage seems to be not earlier than the age of Tāyumānavar. 
‘Kalai’? may also mean something soft). This idea of the flower 
at once reminds the poet of the "Karpaka tree’ of the Heavens 
giving everything desired and he at once addresses the Lord as 
the great ‘Karpaka’ blessing those in communion with Him—an 
expression of his own experience clothed in the form of a universal 
truth. The crescent moon which forms this description comes to 
our poet's mind along with His mat-lack. But these stories have 
a beginning and that may suggest these acts of love have come 
in, as something unconnected with the nature of the Lord. The 
stories may have a beginning but He has no beginning whatsoever. 
These are the manifestations of His Nature which continues to be 
the same always. Except those who are in communion with Him 
and crying to Him for His help, none else can attain Him. This 
is not any freak of His. He is the Lord of Dharma or the Law in 
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the form of the pure white bull. Having thus described the 
love of the Lord, he prays, "O, Beauty of the Art-form of the 
city of Veiicamākkūtal, pray, be desirous of me as well" (5). 


In the next verse, the poet seems to be sure of Lord’s Grace. 
"ou are easy of approach to those who fall at your feet and you 
stand before them so that they may be devoid of all miseries”. 
The ‘kon rai’ flower on the mat-lock and the bull and the destruc- 
tion of the three cities come to his mind. The beauty of the 
harmony of these makes him exclaim, “O, Beauty". The dance 
has been in his mind in the previous verses along with the music 
and the drum and now in this verse our poet speaks of the Lord 
as the expert dancer in the hall of the grave-yard where resound 
unceasingly the drum and the music and thedance. The festivity 
of the dance brings him back to the city of Veñcamākkūtal whose 
streets are so full of festivals and festivities. Addressing the Lord 
as the beauty of the Art-form, he concludes with his chorus of a 
prayer, “Pray be desirous of me also" (6). 


In the next verse, he forgets every description about the city 
and the river, describing only the purāņic personality of the Lord 
and refers thus: to the flaying of the elephant, the dance of fire 
in the graveyard, the bull, the konrai flower and the serpent with. 
its thousand hoods and fiery poison (as something suggesting the 
fully evolved universe in its terrifying aspect, which our scientists 


speak of as Nature being red in tooth and nail. He concluded 
with the chorus, “Pray, be desirous of me also” (yo 


The world once again captivates the mind of the poet and he 


describes according to his original scheme the river and the city. 


“The river tumbles down over-shining precious gems and fragrant 


sandals and "akils* through its passage through forests, mountains 
and the country side and joyfully dashes against the banks, rush- 
ing with the desire of reaching the place where the great One 
resides" (8). The poet sees his own love for God reflected 
in the river. On the eastern side of the bank of the river is the 
city Veīcamākkūtal where the music and the dance of damsels 
of the bamboo shaped shoulders never cease dancing in accom- 
paniment to the musical drum and the tuning flute? (8). Not 
only people of this great culture but also people leading a life 
of nature like the hunters love this place. Ifallsorts of people 
love the Lord, may not the poet also expect to be loved by the 
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Lord? Therefore, he sings the chorus “Pray, be desirous of me as 
well”. 


It is dance of the Lord which is still in the mind of the poet 
and he refers to the kowrai flower, the serpent and the river of the 
mat-lock and the musical instruments which the Lord carries. 
He is indeed the purest of the pure. The river goes circumam- 
bulating the up-land fields throwing into its having beautiful 
waters everything on the way; it swells up and joyfully dashes 
against the banks. On its eastern bank stands the city surround- 
ed by the dark lovable fields, the city enshrining the Lord; and 
our poet winds up by singing the chorus, “Pray, be desirous of 


me as well” (9). 


V 


The last verse giving the name of the poet and the final effect 
of reciting this hymn repeats the description of the damsels then 
bowing down before the river but now bowing down before the 
Lord Himself thus making it clear that the river is after all 
another idol of the Lord. Our poet states herein that he had out 
of love given expression to the prayer of the chorus, “Pray, be 
desirous of me as well”? (10). 


(Kūtal is coming together. It has to signify a city where all 
sorts of people flock together. The city of Madurai is known as 
Kūtal. The city of this hymn is a Kūtal of the Konku country — a 
place famous then for some heated battle — Vericamam — which 
probably has become Veiīcamā due to the final lengthening of 
proper names of phrases, e.g., Muthaiya Pillai: Muthaiyā Pillai. One 
wonders whether the word for battle is ‘cama’ — assuming the 
forms of Camam and Camā. Or, it may be that the final ‘r’ of 
‘Camar’ had been wrongly read as a ‘kal’ (mj — the sign of the 
long vowel). The tradition as preserved in the Purāņa of this place 
is said to be named after *Vefican" the Raksasa who worshipped the 
Lord. To distinguish it from other Kütal it was called Makkital, 
Kūtal as in the phrase and name Mākkūtal means the place where 


rivers meet. 

This Veücamakkatal is at the place where Kutavanam and 
another brook (Kāttāru) join together and hence it was called 
kūtal. It is near Amarāvati which is a bigger river when compared 
to which this river Kufavanam is only a *cirraru. 
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CHAPTER XXIX 
TIRUKKARKUTI 
(Hymn 27) 

I 


The despair seeks consolation and encouragement at the 

hands of the Lord and the poet begs of the Lord to say “Fear 

| not". His flag of bull (Dharma) (1), His fragrant kowrai flower of 
beauty (1), His weapon of bright white axe of power (1) (wielded 

| for saving miraculously those taking refuge in Him) and His 
| characteristic feature as the Supreme, as the Great Beyond all 
| Greatness, coming and establishing Himself firmly for all time in 
| this world to save us all at Tirukkarkuti (1), appear before his 
| mind reminding of this Lord of Goodness, Beauty Power, Truth 
and Love, saving many from fear and danger and, therefore, he 

cries for help, “My Master and Lord establishing Yourself firmly 
for all times at Karkuti surrounded by flower-groves of fragrance! 
Assure me as You had done to others with the words, Fear not” 


(1). 


«You are the Omnipresent and the king whom the Védic 
Seers and Devas worship and praise falling at your feet. (Is that 
all?). You are our Lord and Chief — not in mere name but in 

effect as well. You have become the very sweet nectar unto me." 
This blissful experience emboldens our poet to cry for help and 
encouragement to the Lord of morals and love, “Assure me also 
saying, Fear not” (2). 


II 


k >mpany of the Mother is the overflow- 


t uh has experienced the Lord as 


the flelds to watch 
ators as fond of 
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Lord for encouragement and for His assuring words “Fear not" 
even as the Lord hard encouraged and saved others (3). The Lord 
of the form of great fame which the Formless has assumed in 
order that the denizens of this earth and the Heavens may praise 
and worship so that they may stand firm and eternal (7). His pure 
form of knowledge or ‘Cit? becoming the earth, water, air, fire and 
the great space (for sublimating and saving us all through the 
various experiences of these) His form of fire worshipped by 
Brahma and Visnu (8), the Lord of the rosy form (4), of the 
crescent moon (6) to save which he crowned Himself with it, the 
Lord of the blue throat (4) in the company of the Mother, (4), 
for driving out whose fear He flayed the elephant (4), holding up 
in His hand the Trident (4), the battle axe (1), the deer (3), the 
Lord with beautiful white ear-ring (5) and the slipping loin cloth 
(5), carrying the Fire in His hand (8), the Lord of Greatness and 
Propriety, blessing the child at the cost of the life of Death (9)— 
these forms encourage him also to ask for the assuring words of 
the Lord, “Fear not”. 


III 


The Holly places where He has established Himself is as cool 
as the love of the Lord, beautifully surrounded by shining and 
fragrant grows (1, 5), dark with shades (2) and overcast by clouds 
(7), surrounded by paddy fields of bunds (6) and the sweet fields 
of sugar canes (9) becoming more and more beautiful by the cool 
waters, full of waves surrounding it (10) where resort to its festi- 
vals, the Great Tapasvins full of art and knowledge (10). 


IV 


The Lord apears to him as one who will bless us with all that 
we desire, the Karpakam (10) — an idea which sprouted in the 
previous hymn which he repeats here. He is the Merciful of the 
beautiful eyes (Avkanay—2), the Nectar—the "Ārā innamudu” 
(7)—unsatiable sweet nectar—a phrase so very significant to the 
Vaisnavites, the Medicine on the mountain (3), the Lover 
(Virumpa—9), the King (Araiyā—6), the Master and Guru 
(Atike]—1), the Moral Saint (Aravā—2), Chief (Aiya—4) and 
my Father (Zntāy—5)—the last six coming as the first words 
of the fourth lines with their usual emphasis in that position of 
vantage. The description “My Patron and Lord” (Emperumam) is 


repeated six times. 
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V 


The stories encouraging him to cry for help are stories which 
narrate how the Lord blessed others so that they may be saved 
and become great in this universe and our poet contemplating on 
these encouraging and inspiring stories, assures us that the masters 


of the valuable garland for this hymn will rule and save the three 
wide worlds (10). 


VI 


In this hymn the chorus is Afiyévaiyum añcal ennē”* But 
verses 9 and 5 have a different ending. The 9th chimes in, like 
the verses of the previous hymn, **Atiyenaiyum vēntutiyē” (H. 42) 
and the 5th reminds us of the Malapati hymn (H. 24) (Second line 
of the second verse) and ends with the words ‘‘Atiyénaiyum ēnru- 
kollg?—**Accept and bear me up for myself being saved;’’ per- 
haps the variation being intended to show that all these repre- 
sent a single series of connected spiritual experiences. But as we 
usually have the same ending in the verses of any one hymn, it 
is better to assume that all the verses ended in *'Afiyēnaiyum 
añcal enne", the variation having been introduced by those who 
remembered the phrases of the previous hymn wrongly in this 
place or according to the condition of their own mind whilst recit- 
ing this hymn. It must however be pointed out that the present 
reading as found *'Vēņtuttyē'” brings out the beauty of alliteration 
with the initial word **Virumpa" rather than the suggested reading 


of "Aūcal ennē” unless the initial word also is to be taken as 
** Arumpa"* (the bud of creation), 
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CHAPTER XXX 
TIRUPPURAMPAYAM 


(Hymn 35) 
I 


This is a hymn addressed by the poet to his own mind advis- 
ing it to start at once for going to Tiruppurampayam for worshipp- 
ing the Lord in view of the ephemeral and transitory nature of 
the worldly life and of the unfailing effects of Karma. The second, 
the third and the sixth refer to the ephemeral and changing 
world where there is no time for doing good, if we go on procras- 
tinating. ‘The city, the relatives, the children and the women 
are not as of yore. Leave off all thoughts of this life of house- 
hold in the midst of wealth". (In ‘nitiyil’, ‘i? may be taken as 
the locative case-sign going with the noun ‘niti or wealth. It 
may also be a word of negation, when the phrase will mean, life 
of household without any wealth. That will be inconsistent 
with the sixth verse which speaks of a royal life) (2). 


II 


“The exterior of the body or the skin becomes scaly and 
shrunken; the veins become palpable; the hairs turn gray; the 
words become trembling, weak and inaudible — when you 
become thus old, to think of doing Good or Dharma is indeed a 
heroic venture. But alas! it is impossible! If you realize this 
truth, pray, start at once without swerving even a little from this 
final resolve. This is the commerce befitting us now in the early 
morning of our life" (3). “Even if one commands all the armies 
with the elephants predominating, even if one rules with the seas 
as its limits on all the surrounding sides, one gets in the end 
reduced tapering down as it were and vanishing away like the 
tail of the tadpole appearing as attached to its head (even as the 
Sovereignty and Rulership appear as attached to the chieftain- 
ship). Therefore, feel no anxiety over these, my foolish mind” 


The fourth, the fifth, the seventh, the eighth and the ninth 
proceed on the fear of the crushing invincible karma and the hope 
of redemption through the Grace of God. *O, deceitful damsel of 

T. 85 
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a mind! Start at once with a clear conscience or certainty of 
being saved” (7). The same idea is repeated in the 9th verse: 
“If you ask one for a way out of the despair of the rare evils of 
old times and the sins for their destructions — destruction which 
is a rare sight — start at once without any more anxiety; we shall 
go to Purampayam to worship the Lord”. The poet makes the 
distinction between ‘timai’ (9) or evil and ‘pavam’ (9) or the sin 
probably as cause and effect. In these two verses, the poet is 
hopeful of redemption, the Grace of the Lord cutting the gordian 
knot of karma which otherwise seems to be inescapable. The 
inescapable aspect of this karma is referred in verses 4 and 7. 
“<The karma performed in the past comes and enshrouds us in the 
present in this very birth; before it enshrouds us that way, O, my 
foolish mind, start at once without confusing me any further; we 
shall go to worship at Purampayam" (7). 


“To beat one and rob him of his clothes conspiring murder 
for such robbery and inflicting pain on others — all these evil 
deeds committed come to produce their effects here in this birth 
— This is certain, O, my foolish mind! I have no other prop or 
support. Start at once without forgetting this. We shall go to 
worship at Purampayam" (4). Here, the karma appears to be terri- 
fying though the poet is certain that Lord’s Grace will save him. 


In another verse, the poet gives a more hopeful and rosy 
picture. “Even in this very birth, all the fetters of mala will break 
away; even in our future birth, these cruel karmas will not come 
near us. Get rid of all your deception, malice and evil (calam). 
There is the city where resides our Creator of happiness (San- 
karan). We shall go to worship at Purampayam" (8). 


The last hymn expressed a fear and appealed to the Lord for 
His assurance and this hymn explains the nature of the fear as the 
anxiety of the ephemeral life and its miseries which are the 
effects of karma, leading into the ever ending wheel of karma. et 
die and am born, and I become great — all this is a delusion 
where the bondage never ceases’? (10). Afraid of all these, the 
poet thinks that he can escape from these by worshipping at 
Purampayam. In contemplation, he thinks of this truth of escape 
in his mind — a thought expressed in Tamil verse describing our 
father of Tiruppurampayam. Fettered, our soaring spirit is impri- 
soned in this earth. When the fetter is removed the soul soars UP 
to that Heaven of Purity capable of miracles.” Those who could 
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recite this hymn without any pretensions are, therefore, sure to 
reach and rule in that Heaven (10). 


III 


The first verse should have also given expression to his dis- 
appointment with the present life. But on the other hand, it runs 
in a different strain. ‘I have recited or taught the ‘angas’, the 
šāstras, subsidiary to the Vēdas. I started from “Araimérrali’’ and 
came into “Innampar’ and stayed there, The God has not chosen 
to explain things saying, “This is such and such. Therefore, my 
mind! start at once. We shall go and worship at Purampayam"- 
(1). From this, a story has been woven that he received no re- 
sponse from the Lord at Iusampar, which made him to start to: 
Purampayam in a sulky mood. This story should have become 
popular by the time of Cakkilar's Periyapuràmam. But the scheme 
of this hymn seems to suggest. the ‘Icanar’ should have taken the 
place of some other word denoting the nearer relatives. 


IV 

This hymn is important as showing the kind of Royal life 
which our poet has led in the company of the chiefs in his days 
asis made clear by verse No. 6. The reference to the evil acts 
could not be any particular act in the present life of Nampi Ārūrar 
for he has assured the Lord that he has done nothing wrong." 
From the experience of suffering, probably in a moment of despair 
he assumes that such acts were committed in the previous births, 
acts which he sees other chiefs committing before his eyes. We 
have already remarked that the poet, feeling for the whole world 
sometimes repents for the evils of others. In that way this hymn 
addressed to his mind may be taken to have been addressed to: 
the chieftains round him. 

V 

The first verse in its very beginning is very significant, for 
therein, the poet tells us that he has studied and taught the 
‘angas’. The second verse will suggest that this hymn is a hymn 
of renunciation to be taken along with the Malapati hymnin which: 
case it must be as we have already suggested, a hymn sung at the 
fag end of his life. The second verse may mean, not only renun- 
ciation but also a revelation that this life should not be taken 
seriously though it need not be cast away. It must be also stated 
that this hymn is like the Tiruttimai Nakar hymn (No. 64) which is 
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also emphasizing the ephemeral nature of the world and the hope 
ofredemption. That apart, it looks as though that the poet had 
gone out for a research in these angas to return through '* A raimer- 
taji” and "Innampar”. One wonders whether this study has kind- 
led in him the feeling of renunciation so very patent in this hymn, 
Elsewhere also our poet has described himself as a great scholar.? 


VI 


The Purāņic personality of the Lord is also referred to as 
inspiring hope in the mind of the poct. The crescent moon (2), 
the Ganges (2), the mat-lock (2), the bull (1, 4, 5), the serpent 
(4), His Sivalēka (5), His creation of happiness (8), the worship 
by the denizens of the Heavens after they had praised the minor 
deities (1), the denizens who praise Him and sing of the rare 
divine services and jump in joy to regain a firm foot-hold to dance 
once again (9). He is the Zea (Lord) (1), the father of our father 
(7), our Creator of happiness (8), our father (Appar) (10), *Bhūta- 


natan’ — the Lord of the souls (3), that is how He appears to the 
poet. 


The holy place to which he suggests his mind going on a pil- 
grimage, to be freed from all these miseries and fetters, is the 
beautiful heaven on earth, though our poet has no time to des- 
cribe it at length. It is *Celva-p purampayam" (1) the Purampayam 
which is our wealth, where the fresh flowers of mallikai and cenpa- 
kam (2), bloomin joy in the night making the whole city fragrant, 
where the white and young sword-fish jumps and dashes into the 
flelds (5), where on the lotus so very patent sleep the dotted 
crabs in joy (5). In all the sluices, the ‘kalunir’ flowers bloom 
(6) on all sides; nearby the sugar-cane is crushed to vield its honey 
which casts its fragrance all round the sweet smelling garden (6). 
The female swan isin a sulky mood displeased with the male 
swan and the sulkiness slowly disappears and they are happy in 
their union in that beautiful grove where the newly blooming 
"punnai” smells sweet all along the water channel (7). The Kaviri 
rushes into the sea, where sail the ships and the holy waters of 
the Kāviri almost the waters of the purest Ganges, rush into all 
the fields to give the yield of gold (8). The natural tanks where 
blossom the white lotuses beautify that place (9). Therefore, 
this holy place is full of beauty, wealth, happiness and worship- 
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CHAPTER XXXI 
TIRUKKÜTALAIYARROR 
(Hymn 85) 


I 


The poet has been advising his mind in the previous hymn to 
go to worship at Purampayam, for getting rid of the karmas. In 
the present hymn, the poet in the end assures us that the Karma- 
bond of those who are masters of these ten verses of his, will 
break down (to let them free). This hymn refers to some of the 
Purünic stories of the Lord in the first line; describes the Mother 
in the second line; the holy place is referred to in the third line; 
the fourth line exclaims, *I had not known the astonishing sup- 
reme excellence of His going this way". The pattern of the 
sentence is, The Lord of these acts had come this way with the 
Mother at Kūtalaiyārtūr—this astonishing supreme excellence I 
knew not or I had not known”. What do these words mean? 


II 


These words have given rise to a story. From Tiruppuram- 
payam, according to Periyapurámam, our poet started on a pilgri- 
mage to Tirumutukunram. Whilst coming near Kütalaiyarrür, an 
old Brahmin appeared walking along the road when our poet 
inquired of him about the road leading to Mutukutram and He 
showed the road to Kūtalaiyārrūr only to disappear after a while. 
Our poet, it is said, realizing that it was the Lord who came as 
the Brahmin, gave expression to the astonishment in this hymn 
with the words, I had not known this wonder of the Lord coming 
this way”. There is nothing improbable in our poet believing and 
singing like this. But this Aymn itself speaks of the Lord coming 
with the Mother and the ghosts. In the last verse, the poet sum- 
marizing his hymn, does not refer to this coming in of the Lord. 
The Lord has loved to dance with the damsel of the creeper waist 
in Kūtalaiyārrūr (10). The poet describes this as an astonishing 
supreme excellence in his sweet Tamil of his quest and choice— 
that is what the poet himself vouchsafes to Us. Tirukkūtalaiyātīūr 
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is a temple not sung by Appar or Campantar and therefore must 
have come into existence after their life-time. Our poet probably 
has not known of this temple and it must have been a happy 
surprise to find a temple there. *Atišayam”” does not mean 
wonder, for which the word is *Arputam". Māņikkavācakar diffe- 
rentiates between ‘Aticayam’ and * Arputam' —See his Aticayappattu 
and Arputappattu. Aticayam is the Supreme excellence. The Lord 
of no form and the Great Beyond comes down to save us and gets 
‚enshrined in any temple of our choice, even as a cultivator puts 
up a hut in his field to watch and save the paddy, growing in the 
field—an idea which we had emphasized earlier. He comes with 
a form of beauty and love in the idol (Kolamaturu—9) —as an in- 
‘carnation of beauty and love in the idol—the all Powerful, 
becoming thus as it were a toy in our hand to be moved and 
ordered about by us according to our sweet whims and fancies. 
Is that not this the supreme excellence of His love? This idea is 
there in relation to every temple but this becomes of compelling 
force when an unexpected temple is seen. It is because the aim 
of all these acts of God is to save us and free us from our fetters 


‘of karma, that the poet assures the readers of the hymns that they 
will be rid of their Aarmic bondage. 7 


TII 


The purāņic stories have this message of the All Powerful 
coming to save us. His well-shaped white axe (1, 3), the ele- 
phant’s skin (1), the company of the Mother (1-10), His following 
of ghosts, Visnu, Brahma, Indra, Vēdic Scholars and denizens of 
Heaven and Earth (8), His begging with the skull (3), the beauti- 
ful river (4), the serpent and the moon in His mat-lock (7), His 
form of light (5), His ving or harp of knowledge (6), the sacred 
ash (1), the sacred thread (6), the bull (9), the feast of poison 
(9); and His beautiful form (9) are all referred to. The Mother 
is specifically mentioned in every verse—Uma of the twisted and 
waving tresses of hair (1), the doll of waist looking like a creeper 
(10) of hood of the serpent (2) covered with nice silk (7), the 
damsel of the soft bosom tucked up with a ribbon (3), the lady 
of the beautiful fingers touching the ball in playing it (4), the 


Beauty of sweet-smelling teeth of : 
forehead (8) adorned with DENN ma. ond of crescent like 
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IV 


The Holy place is full of high towers, adorned with flags (1)— 
that is its beauty of art. Its natural beauty reminds us: of coo] 
refreshing love of God—its glorious gardens and groves full of 
tender leaves (7), bunches of flowers (4, 6), with the bees hum- 
ming in search of their honey (5) blooming beautifully for being 
plucked up for adornment (2). 
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CHAPTER XXXII 


TIRUMUTUKUNRAM 
3 (Hymn 43) 


I 


The poet’s heart sent the cry for God’s help in the Karkuti 
hymn and the hymns that followed. His confidence that God will 
save us all, had been well expressed. But how long are we to 

ae wait for His Grace though it is sure to come one day or other? 
ae «What, if some of the followers die here with their hearts melting 
- in love for you? —they who lie in suspense hoping for your loving 
response and saving blessings, confidently asserting, “Your bless- 
ings will come to day; they will come tomorrow". ‘‘My Lord, if 
they die, pray, tell me what is to be done thereafter? For, at 
the time of their death, they will feel keenly their disappointment, 
though your blessings may come in their future birth" (1). "You 
are the Lord going about begging for the souls for blessing them 
all going a-begging to their very doors" (3, 7, 8, 9). This idea 
seems to be behind the back of the poet's mind and he exclaims, 
“If you are going about showering your blessings on all, will an 
iota of it showered on these followers living in the hope of receiv- 
ing your blessings, upset any scheme of yours? Is the quiver 
going to tear, if cotton is put in (as the proverb goes)? (1). There- 
fore, order your blessings”. The idea seems to be that God is 
- going about, begging for the souls, of all and sundry, whilst those 

who offer Him their all, are about to die in disappointment (1). 
that way the whole hymn becomes a Bhiksātana hymn. The 
to this Bhiksātana form is clear in all the verses except 
€ idea of the Bhiksatana continues to be in the 
‘plained above. In the 4th verse, the poet sings, 
€. (You wander at the doors of all with- 

vho are almost dying for you). What is 
he fut 
You 


h for those who praise you 
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tarried a minute longer than what was necessary in saving Märk- 
kandéya. Why then procrastinate in helping these followers?)”” (4). 


In all the other verses, the references to Bhiksatana form are 
direct. They look like the speeches of the beloved, feeling for the 
Lord going a-begging. "If you go wandering in all these villages 
will not they suffer—these rosy feet of yours like the golden lotus 
blossoming in the tank (2). (Eri is the tank or reservior which 
feeds the fields. "Therefore, the tank full of water inspires the 
people lying north of the Cola territory with hope and happiness, 
which is almost divine and, therefore, Appar describes Siva as Eri 
niraintanaiya celvam"! All these suggestions are implied in the 
descriptions of our poet also. “But You go about wandering, 
whilst your £onfars or servants stand singing and the denizens of 
heaven remain praising you. Is it fit and proper for you that you 
should go about thus begging from olden times?" (3). 


(*Why do you beg? Your followers are almost dying and 
get nothing of it). Are all these things, which you had amassed, 
by singing, moving and dancing, along with your atiyārs at every 
door, for your consort Umā (5). “Is it fair that you should dance 
in the graveyard with your ears of ear-rings dashing against each 
other, in the company of the Damsel of subtle waist?" (6). "Is 
this a life worth living, life of going about begging for alms in 
the common yard of these women, whilst the cruel dogs bark 
when you go to their houses?" (7). “Is it fair that you and your 
atiyārs roaming about in the dusk at the cross-ways, should go 
for alms to every door?" (8). *Your Beloved, cooks for distri- 
buting in every village and is it fair that you should stand at 
every door for the paltry alms?" (9). “What will others say, 1f 
you wander about on all sides and receive the alms, pray, accept 
alms only from those who offer it in love” (10). Probably the 
poet is referring to the followers living in the hope of getting 
blessings from the Lord. 


II 


The poet here does not tell us that he singing the dramatic 
speech of the damsels in love of the Lord as he had done in 
Tiruppainnili hymn. He calls this hymn the babblings of the mad 
slave of the Lord referring to himself (11). "Therefore, he is not 


l. 6: 23: 5. 
T. 86 
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conscious in singing this hymn of the distinction between himself 
and the damsels. He becomes so identified with the beloved and 
speaks as the beloved. Are not the words of lovers sometimes 
called babblings? **The great philosophers and mystics who know 
no confusion and those of whatever kind of tapas they may be 
performing, if they praise the Lord of Mutukunru with this hymn 
they will experience the feeling of love of the beloved and they 
will become devoid of all their miseries and obstructions" (11). 
This is the assurance which the poet gives us who read this Aymn. 


III 


The holy place inspires us with the memory of the story of 
Bhiksātana. The wild elephant there gets into the kheda, set up 
for catching it. It is surrounded on all sides by the hunters. 
Starved, it cries in physical agony. The strong elephant, as a last 
effort, shakes off its'laziness and roars, a roar which always re- 
sounds all through Mutukunzu (2). The place is surrounded by 
the cruel people, the swordsmen and the bowmen keeping watch 
whilst the commotion of the sacrifice performed with the hands 
of munificence resound without ceasing all through Mutukunru 
(3). The palaces surrounded by fortress walls, the towers, the 
beautiful mantapas and the groves, over which creep the clouds 
which completely cover it up, surround this holy place of Mutu- 
kunru (5). In the high peaks where grow the clouds, the must 
elephants roar, the ja/i or lion residing in the caves also roars (as 
if in return). This sound of roars never ceases in Mutukunru (6). 
In the mountains, the lion kills and carries away the male ele- 
phant, whilst the female elephant pines in grief in the front yard 
of the houses of the mountain women (7). The she-monkey goes 
in search of fruits fit for eating for its he-monkey, worshipping 
first in that quest on the mountain slope, the feet of the Lord; 
and the mountain stands up, in all its glory before this loving 
monkey (8), even as the mountain does before the crowded 
followers falling at His feet. On all sides, its waves heave up and 
overflow — dashing against the banks, thus, the river Muttatu 
(river of pearls) kisses circumambulating the mountain (10). 
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CHAPTER XXXIII 


NAMPI ENRA TIRUPPATIKAM 
(Hymn 63) 


I 


This is also a hymn of self-surrender but it breathes an air of 
happiness, the poet almost jumping at the idea which has taken 
deep roots in him that the Lord is the Prince, the saviour Prince, 
not only in this birth but in his seven-fold births (1-9). This is 
the refrain of the hymn: “Ennai āļutai Nampi, elu pirappum enkaļ 
Nampi kaņtāyē” — ‘Look! He is my saviour Prince! He is our 
Prince in all our sevenfold births'. As already explained, the 
various purānic stories which emphasize this truth are referred to 
as though reinforcing his faith and ‘self-surrender. The Lord is 
the Prince of the sacred ash (1), the Prince of the Vēdas (1), the 
Prince of the sacred thread (3) (reporting thus all forms of purity 
and knowledge), the Prince of the red hue (1), and of the ruddy 
mat-lock (1), the Prince of the crescent moon on the crown where- 
in comes the serpent and wherein resides the maiden of the River 
(9), the Prince of the Devas starting with Kumara and the merci- 
ful eternal rulers of the extensive space (2) (representing thus all 
forms of Supremacy, the Beggar Prince unknown to Visnu and 
Brahma (7), the Prince who feasted on the poison bestowing nectar 
on the Dēvas (3), the Prince sharing His form with the damsel (8) 
(representing thus all forms of Love), the Prince of the white 
axe (1), the Prince of the three eyes (1), the Prince who destroyed 
Death (4) and Daksa’s sacrifice (6), the Prince who flayed the 
elephānt's skin, (3), the Prince and destroyer of the three cities 
(5); (representing all forms of Power though representing Love). 
Here the poet makes a distinction between ‘Amarar’ and *Dēvar" 
(2), the Dēvas being the denizens of Heaven, whilst the Amarar 
are as often interpreted by the Vaignavite commentators as the 


freed or free souls. 
II 


There are certain philosophical ideas expressed about God. 
He is the Prince who becomes all time and space and the varied 
forms evolved out of them (6). He is the Prince who has made in 
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former times the crowd of worlds to become evolved and patent 
(7). He is the Prince of the past and the Prince of the future (7) 
(the poet is punning on the word ‘pinnum’ which means both the 
future, and the twisted as referring to mat-lock), the Prince who 
rules together all this as a whole and the Prince who is the begin- 
ning and the end. 


Ill 


Coming to the religious aspect of the Lord, as usual, Jainism 
comes in for adverse criticism (9), not its true aspects butits false 
aspects, false probably in the way it had been practised by some 
of the age. However, he states that the Lord is the Prince, who 
has become this Jainism as well (9). If God is omnipotent, He 
must be everything not only the good but also the bad. That is 
why our poet addresses Him as the Prince who is the fault or the 
evil (Kurzam Nampi — 5). Truth is relative in essense and there 
must be some truth underlying any religion. It is, in that sense 
God the Prince, who has taken the form of Jainism. God is also 
the underlying principle of all religions which are so many ways 
of approaching Him. Therefore, our poet calls Him the Prince 
of Religions (Camayankalin Nampi — 6). 


IV 


Our poet gives expression to the experience of himself as a 
Bhakta (1). He is the Lord of beautiful loving eyes (2), of mercy 
unto all the souls born. He is the Prince who becomes great 
amongst the Bhaktas (2), He is the Prince of us all who bow down 
at His feet of refuge and praise Him as our father (2). He is the 
Prince who gushes forth as the fountain of nectar in the minds of 
Bhaktas, the Prince all the souls whom He owns as His (4). He 
is the Prince who is enraged at the five senses that are not con- 
trolled (4). He is the Prince who blesses with the flood of 
Supreme Bliss (5). He is the Prince capable of blessing the Bha- 
ktas and the Prince of those who suffer and feel miserable, because 
they cannot serve Him (8). Our poet exclaims why they thus 
end in misery after all their quest after pleasure. The Lord is the 


Prince who hides from those whose heart does not melt in love. 
He is the Prince who mcreases to those who melt in love, their 
bliss, herein, in this birth and hereafter in their next birth (10). 

Our poet exclaims, "What can I do you, O, Prince! who 
forces away all miserable sufferings » O, 


Which I, without any sense 
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discrimination suffer, except singing you as the Prince showering 
a flood of Supreme bliss?" (5). “O, Prince! We shall ever be 
seeing your rosy feet, for, you are the Prince who accepts, this 
service of those who love and become one with you, accepts and 
blesses them by saving them and helping them to reach the 
greatest state of spiritual bliss” (9). 


V 


In this hymn, though it is stated to have been sung at Tiru- 
mutukunram, there is no reference to any place except Tiruvellatat 
in the fourth verse. But, unfortunately, the last or the 10th 
verse has not reached us except for its first line and a portion of 
the second line. We are, therefore, unable to decide conclusively 
about the tradition that this hymn was sung with the intention of 
receiving 12,000 gold at the hands ofthe Lord. Perhaps the re- 
liance is placed on the term Mampi or the Prince. We have 
already emphasized the importance of this word ‘Nampi’ and its 
significance in explaining the import of the hymn No. 15 ( Tirunat- 
tiyattankuti hymn). This hymn is differentiated from the former 
hymn by the tone of its certain bliss. We can place this hymn also 
to the last part of our poet’s life. 
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CHAPTER XXXIV 
KOYIL 
Hymn 90 
I 


We had already seen the fear of death and the fear of hell 
helping our poet in inspiring in the minds of his readers a love for 
God about whose mercy the poet is confident.! In this hymn the 
poet almost jumps with joy at the discovery of this great treasure- 
trove, i.e., the Lord of Girrampalam. This is the refrain of this 
hymn repeated at the end of every verse, “‘puliyurc cirrampalattem 
Perumanai-p perram anze" —'"This Lord will make us turn from the 
wrong path and thus help us to escape from the inflictions of the 
Lord of Death" —(inflictions which we have discussed elsewhere) 
—this idea also is repeated in every verse. 


II 


According to tradition, our poet saw God at Citamparam in 
on the form in which the Lord danced at Pērūr on the banks of Kāñci 

4 in the western Koriku country while he visited that place. This 
story we have considered in relation to the description of the 
form of dance in verse No. 10 herein. This, therefore, must have 
been sung after his visit to the Koriku country which according to 
| took place only in the last part of his life. *Matittātum ati” 
he bent foot may be taken as referring to the "kujicita pāda” 


ec s service unto the Lord, by being in 
= bmerging our ego in the feet which 
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puranam giving us the story of Ārūrar has been given the name 
‘Tatuttatkonta Purāņam” by Cēkkiļār. ‘Tatuttatkollal’ is a phrase, 
therefore, very dear to Mampi Ārūrar, a phrase which the later day 
generations considered as giving us the very quint-essence of his 
life history. It is a beautiful phrase expressing the mercy of the 
Lord as coming and preventing us from following our usual path 
of ignorance and misery and saving us through His loving Grace 
so that we may follow His path of love. 


Ill 


The poet describes in the form of advice to his own mind, 
the mercy of the Lord saving the erring souls. He is the Lord 
who will save us from the inflictions of the Lord of death not only 
when we are in His service but also all through our life, possibly 
because whatever the followers do becomes His act. He advises 
his mind to leave off that mad race for physical pleasures of this 
body enjoying those pleasures and roaming about everywhere. 
«We will not be in need of anything. Every day and for ever the 
Lord— that mad Dancer— will remove our sins" (6). “The Lord 
is in quest of us. Pray, therefore, do something good. He will 
ever save us from the inflictions of death” (9). “The hearts of us, 
Bhaktas (7) who think of Him as we ought to, not only melt as a 
stone will melt, but we also become perfect that we need nothing. 
O, mind! He will save us from the inflictions of death" (8)—thus 
he assures the mind. 


In another verse he describes his own experience as that of 
mercy shown to the Bhaktas in general, thus rising that to a uni- 
versal level instead of expressing his own subjective feelings. 
“Those who have incessantly followed the path of passions are 
away from Him, full of egoism. But once they turn away from 
the path, the egoism disappears. They fall at His feet before 
Him, ever thinking of Him, bearing no separation even for a 
moment. full of His most famous love. That is their great wealth; 
and them, the Lord savcs. That is His greatness" (2). “Those 
who leave off the duplicity of their fox-like cunning (or those who 
leave off their characteristic feature of being identified with the 
body which after all becomes a kind of hiding place for the cunn- 
ing fox) ever think of Him as the beloved of the Lord bearing no 
separation, going and falling before Him at His feet with their 
mind devoid of all egoism; and them, the Lord saves from the 
inflictions of Death” (3). “He cuts away the fetters of death, 
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giving the Bhaktas His own rare abode, and showering His never 
ending bliss" (4). “He rids the sins and karmas of those who 
contemplate on Him as His Bhaktas” (7). 


IV 


Our poet as usual refers to the Purámic descriptions of the 
Lord, of His dance (1), of his holding in his hand the drum (1), 
the fire (1) and the serpent (1), of the destruction of the Lord of 
Death (5), of the skin of the elephant (5), of His mat-lock (5), of 
His laurel of the crescent moon (5), of the destruction of the 
egoism of Ravana (7), of the company of the Mother (10) and of 
His bull (8). The poet also calls him ‘Pérdlar’ (2), ‘The famous’, 
‘Perumaw (5), "The Great, ‘Pittati’, (6), "The Mad Dancer’, 
‘Tampiran’ (10), ‘the Chief and the Patron’, in lovin terms which 
emphasize His greatness and love. 


V 
; Here the poet does not describe the holy place except as 
ie s«Puliyūrc cirrampalam". In one place he describes the Lord as of 


the form well known to all as that worshipped by the three 
thousand (7), worshipped thrice without fail, every day. The 
three thousand are the three thousand Brahmins of Citamparam 
whom he had described in the very beginning of Tiruttoņtattokai 
as "Tillai và] antayar’. In his joy of discovery of the Lord as the 
treasure trove, he does not specifically mention any good follow- 
ing the recitation of this hymn other than this very joy. 


VI 


The last verse gives only the poet's name Ārūrar. This hymn 

(ds Ber important because herein he adumbrates the Divine Right 
acd (4); it is here that he speaks of the Lord creating 
amidst those who fail to pay tribute to the Pallava 

rld. In commenting on H. 35, we had occasion 


et's relationship with the kings and chiefs of 
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PART IV 
WITH PARAVAI 


Introduction 


I 


In this part are included the Aymns on the temples of the 
Cēla country which, according to Cékkilar, our poet visited whilst 
he was living with Paravai at Tiruvārūr. There is hymn No. 25 
which specifically mentions Tīrumutukūnram, but which, Cékkilar 
holds, was sung at Tiruvārūr for getting from the tank there the gold 
thrown into the river at Tirumutukunzam. Those who may not 
believe in the supernatural, will prefer this hymn to have been 
sung at Tirumutukuņram. In that case, we may group this along 
with the hymns of the first part where occurs the Tirukkēļili hymn 
referring to Paravai’s sufferings in the same way in which this 
hymn mentions her under straitened circumstances. This 
will make us assume that in that period our poet had been to 
Tirumutukunram. 


II 


The following are the exclamations which escape from the 
heart of our poet during this period: “When we contemplate with 
all our heart, Ah! how sweet is Hel" (H. 30); *"There is the 
temple, the place of the Lord of these acts? (H. 22); “What? 
Forget Him! Forgetting Him what shall I think of?" (H. 57); “I 
had a vision of the Lord and worshipped Him at Kāvāftū mullür?* 
(H. 40); «Come along! Let us reach the temple of our Father at 
Etirkolpati" (H. 7); “Would I have come to serve Him if I had 
known this, His wearing of serpent, etc.” (H. 18); Bless me, O, 
Lord!so that the miseries may be destroyed" (H. 25); “Ts the 
Lord and Master of us all such and such? (H. 33); «Lord of 
Nallaru is Nectar unto me, His slave; What else shall I think of, 
forgetting the Lord of JVa//aru, the Nectar?” (H. 68); "The Lord 
Supreme of Katavür Mayānam is such and such” (H. 53); "Ah, my 
Lord! my Nectar! Who is there as my companion except your- 
self”? (H. 28); *Valampuram is the place of the Lord of these 
qualities and activities" (H. 72); *O, Lord of Venkatu! Why these. 
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contradictory acts of yours?” (H. 6); “His favourite resort is Manj- 
pali?" (H. 97); “I took refuge in your feet having heard of your 
blessing, insects and beasts and all" (H. 65); **Tiruninriyūr is the 
place of the Lord of such and such activities and characteristics? 
(H. 19); “Is it possible to get away from him without falling at 
His feet?" (H. 56); “I had seen and experienced the Lord at 
Kolakkà" (H. 62); "Are you not of this place Kurukāvūr Vella- 
fai (H. 29); “O, Lord of Kalippalai! Is it just, not to say, *Ah!” 
even when I get puzzled?" (H. 23). 


Ill 


Worship through music, poetry and dance, keeping the three 
‘karanas’ pure and in His service, the afcali pose, sahasranáma or 
the thousand names of the Lord, worshipping with the eight 
flowers, festivals of drum and patīcagavya—are all mentioned. The 
worshippers are often divided into Bhaktas and Siddhas. Tontar 
and Afiyar are also mentioned. Tontars are referred to as playing 
on the drum. The followers of the Lord never get perturbed. 


Their birth is a hallowed one; for they are said to be the servants 
of the Lord for seven generations. 


He also refers to the surren- 
der or subjection of the six passions. Our poet speaks of the com- 
munity of Bhaktas as *Arunkulam. These Bhaktas are as it were 
our masters and our leaders. Our poet falls at their feet, hanker- 
ing after their mere physical presence. Our poet calls himself 
the *lankila? or the youngest of the Bhaktas. Our poet mentions 
Nana Campantar, Tanti, Naoukkaracar, Kannappar and Kūccenkaņān. 
We had already referred to our poet's conception that the South 
is the favourite place of the Lord and in this part he mentions 
the poets of the south as the great Bhaktas. Here also we find a 
mention Of another colony of Brahmins at Karuppariyalur, the 


Antanars who bathe regularly, weave garlands of flowers for the 
Lord and worship Him according to the Vēdic path. 


IV 


. burāņie stories are as usual described. The Bkiksātana form, 
= ās is the geat motif of our poet’s art and we have inter- 
- preted very many of these hymns as Bhiksatana hymns. 
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offers her feast to all our five senses, but her beauty is not only 
material but moral and spiritual, as is revealed by the Antanar 
and women worshipping the Lord. Our poet is fond of describing 
the city or the places as attaining Sārūpya of Siva by crowning 
itself with the crescent moon. The sea also described. The 
rivers referred to in these hymns are Manni and Kollitam. 


VI 


Here also our poet emphasizes the fact that God is impossible 
to be known. He is one who has to be experienced. The Lord 
is transcendental and immanent. He is like the sweet fragrance 
of the flower. That He is all kinds of relationship is once again 
emphasized. He is nearer to us in the incarnation of beauty in 
the temples than anywhere else. He is light, Love and Happi- 
ness. Our poet as usual is found of the terms Masilamam and 
Manikkam, emphasizing the Jaana aspect of God as the Supreme 
value. He dispels darkness of the words and the subject matter. 
He is the Art. He is the Nectar and the Medicine. He is Time, 
the Past. Dharmic aspect is also emphasized, for our Lord is 
called the Dharmic ascetic; the teacher of the banyan tree blessing 
all, though Himself impossible to be known. In this connection, 
our poet’s conception of the whole universe forming a happy 
family, a gurukula, with the Lord as the Guru may be referred to. 
He is our wealth running our errands through the saviour on our 
head. He is the Truth and the Pure, the deathless, the ageless, 
the sexless and the birthlesss. He is ‘ewgunattan’, a phrase which 
is found in Tirukkural; the *astamūrta” or eight forms are often 
mentioned. He is Sambhu, Saikara. Our poet refers to the Lord 
also as Gurumami. The Lord is sometimes identified with the 
followers as Pattan, Pacupatay and Caivan. 


VII 


Our poet in preaching to the world starts emphasizing the 
ephemeral nature of this world, its miseries, the fear of death and 
the waywardness of women. He assures that God will save us 
all from the miseries and karmas, however downfallen we may 
be. He refers to the chieftains riding on the elephants. He 
describes his shoulders as being hillock-like. He refers to His 
garland of lotus. He describes himself as the father of Cinkatt 
and Vanappakai. All these make it clear that these hymns belong 
to the period of his political influence and to the latter part of his 
married life when Cirikati and Vanappakar should have become 
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spiritually great. There seems to have been some cloud cast over 
his political greatness. He speaks of the Lord saving him from the 
scandal. 


VIII 


The last verses of these hymns as usual speak of the ideal- 
relief from all miseries, extinguishment of karma, freedom from 
suffering night and day, destruction of sins inflicting us, immer- 
sion in divine bliss with no more death or entrance into the world, 
the bliss of Paraloka, Sivaloka, ruling Vanulaku, life in the heaven 
of bliss, the higher heavens of goodness and immense bliss dedi- 
cated to Tapas, reaching Sivagati, to be in communion with the 
Lord whilst worshipped by this world and the other, becoming 
leaders or the rulers of the world of the Dévas, destruction of the 
delusion of the mind. 


The Vaisnavites refer to the spiritual state: ‘“‘Bhodhayantah 
farasparam”, ‘where the Saints or the Bhaktas speak about the 
glories of the Lord to each other’. Our poet also speaks of 
becoming the worshippers of the Lord; he refers to the blabbering 
of the mad community of Bhaktas, repeating the hymns to the 
Bhaktas as a great ideal to be reached. They are sure of attain- 
ing salvation and, therefore, that tantamounts to Sivagati. 
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CHAPTER XXXV 


TIRUKKARUPPARIYALOR 
(Hymn 30) 


I 


This hymn gushes forth from the heart of the poet as a foun- 
tain of bliss. When we contemplate with all our heart or mind 
on our Father (Emmás) (1), our Lord (Enkow) (9), our Chief 
(diyan) (6), our Master and Guru (Atikal) (7), Ah! how sweet is 
He?! — This is the refrain of the hymn. This contemplation of 
the mind on the Lord and its subjective experience are further 
described by the poet. **With an unconcerned pride of indiffer- 
ence to other temptations of the world closing eyes and enshrin- 
ing Him in our mind with an elation of the heart, when without 
going astray, we think or contemplate on Him, ah! how sweet is 
He” (1). *He appears before them as everything and comple- 
tely fills up the mind of those who shine with the form besmeared 
with the sacred ash; when we think of Him, ah! how sweet is 


Hel” (2). 
I 


“Praising Him with the new garlands of words, when we con- 
template on Him to get rid of darkness, ah! how sweet is He to 
us? (4). This worship through poetry, music and dance, deve- 
lopsinto a harmonious worship through poetry, music and dance. 
The thought of the chronic karma, still haunts him, but only to 
be got rid of by divine contemplation. ‘In order our never ending 
chronic karma may end and disappear when we sing his praises 
and dance in joy many a day, how sweet is He to be contemplat- 
ed upon with all our heart!" (8). ‘Contemplating on Him for 
many a day singing and dancing to the soft tunes of sweet music, 
when we think of Him with all our mind, ab! how sweet is He 
to us!” (9). “It is the joy of the divine experience where dis- 
appear all the obstacles and miseries of karma, the joy of a poet 
and a musician in contemplation of God, serving and worshiping 
through poetry, music and dance, the God who stands as the 
eternal youth of beauty taking the very form of music and dance 
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and the guiding tāļa keeping time” (3, 10). Our poet loves the 
Lord with all his heart and enjoys the resulting experience of 
divine bliss (1). Our poet gives expression to this bliss in what 
he calls these verses of fertile Tamil (11). He assures us that 
this Tamil will relieve, of all their miseries, the pocts of the south 
full of all arts and the learned men, those who serve the Lord 
like our poet through their art and their learning (11). 


III 


Karuppariyalür is the name of the place, a city of escape from 
the womb or birth, which is really an escape from the karma and 
its obstacles and misery. Karubpariyal is the weeding out of birth 
or the karma leading one into the womb. Campantar, in his hymn 
on this holy place, seems to equate these two ideas of Karuppariyal 
and Vinaivātal (the drying up of karma which forms the seed for 
the subsequent births). Our poet speaks of this extinguishment 
of karma as the destruction of miseries. 


The Brahmin colonies of Tillai and Vili have already been 
referred to. There is probably another Brahmin colony at Tiruk- 
karuppariyalür following the Saivite path probably attached to 
the temple therein, without leaving off their old Védic path of 
their Sacrificial fire (6). “The Brahmins of Ti/lai’’, our poet told 
us, “warship the Lord thrice a day without any obstruction or 
break". “So do the Brahmins of Tirukkaruppariyalūr, the 
Antanar, the Righteous of the beautiful and the cool loving quali- 
ties, without break, every day bathe in the holy waters, gather 
flowers direct from the trees, weave garlands of flowers and 
offer them at His feet thrice a day” (3). *Karuppariyalur 
is theirs. With their unfailing truth, they besmear themselves 
with the sacred ash, praise Him, perform the pūja, or ceremonial 
worship of the sacred fire" (6). “There, Vēdic scholars of no want, 


always reciting the Vēdas, unceasingly perform all the services 
unto the Lord including all menial acts” (8). 


The bliss of his experience in the midst of the Bhaktas inclu- 
sive of the Brahmins of the place, makes him see beauty and joy 
everywhere in that holy place. Though the temple and the city, 
used to be referred by the name of the city, we have various tem- 
ples Nampi Ararar’s time having specific names as distinguished 


1. 7: 90: 7. 
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from the names of the cities. Here, the city was known as Karup- 
pariyalür whilst the temple was famous as Kokutikēyil, the temple 
of jasmine, the kokuti being a variety of jasmine or mullai, because 
it is the holy plant of that temple. This holiness of the beautiful 
jasmine plant inspires Our poet to see the same holiness and 
beauty everywhere in and around that place. There is the mango 
grove full of flowers where the cuckoos sing and the peacocks 
dance (1). The same idea is repeated in verse No. 6, but this 
time, it is a flower garden rather thana mango grove, where both 
the cuckoo and the peacock send up their resonating voice. (Ac- 
cording to one reading in both the places 1 and 6, the sound 
alone is referred to though it must be stated that ‘alum’ as refer- 
ring to the peacock may mean both the sound and the dance). In 
the fences of these gardens, the red fruits or the well ripe fruits 
of the black trunked plantain shower their honeyed juice (4), the 
garden and the groves full of sweet fragrance let fall their fruits 
all round (9). There is the joyful flower garden of arecanut palms, 
cooling to the eyes of the sight seers (10). the flower garden over- 
flowing with the honeyed juice of the cocoanut palm, rich with 
the bunches of cocoanut (11). In this natural pond of lotus, 
casting its fragrance all round, frisk about the carps and the 
‘yalai’ fish;, whilst the varieties of cool bees climb up the creepers 
and hum their tunes (5). This is adynamic picture of the activity 
of nature. There is also the static Absolute, reflected in the 
picture of the quiet peace of Nature. In the fragrant pond, the 
dark buffaloes sleep in peace (7). No wonder the Lord in the 
midst of this natural surrounding appears as the beautiful youth 
(kulakan) (3). 


IV 

We have in this hymn as well, various references to the furāņie 
descriptions—the flaying of the elephant’s skin (1), the fright of 
the Mother (1), Her loving company (2), the destruction of Death 
(2), the bull (2), the sacred ash (5), the ribbon of a serpent (5), 
the mat-lock and the Ganges (9), the victorious anklet (5), the 
battle axe (11), the eight arms (8), the three eyes (8), the blue 
throat (8) and His unknowability to Visnu and Brahma. 


V 
Certain terms of philosophical implication used by our poet 
are worth noting. The Lord is everything, the air, the fire, the 
sun and the moon (2). He is the very form of the fine arts (3). 
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He assumes the eight forms (3). The references to the religious 
worship have already been given above. This is one of the few 
hymns where our poet makes reference to the Buddhists and the 
Jains. (10). The obstinate Jains and the Buddhists are here 
accused as spreading scandals about the Lord—their usual criti- 
cism of Saivism (10). 


This hymn gives us a picture of the poet, as a poet, musician 
and dancer, serving the Lord through these arts, his consequent 
experience of His bliss and his concern for his colleagues (11). He 
describes himself as the father of Vanappakai, as one with hillock- 
like shoulders (11). This hymn must, therefore, belong to the 
period subsequent to his marriage when he was enjoying the 
company of the chiefs of his age and being proud of his shoulders 
and his physical prowess though all in the service of God. 
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CHAPTER XXXVI 


TIRUPPALAMANNIPPATIKKARAI 
(Hymn 22) 


I 


The poet in the company of Bhaktas, comes to the temple of 
Tiruppalamannippatikkari, the temple on the bank of the old river 
Manni, branching off from the Coleroon. The mercy of the Lord 
involved in enshrining Himself there, inspires him with joy and 
love. He points out the temple to the Bhaktas (3). “There is the 
temple," he points out, “the place of the Lord who has come to 
save us here and now” and he begins to describe Him in various 
ways. In verses 3, 5 and 9 the address to the Bhaktas is clear. 
But as we always find a uniformity in each one of his hymns, the 
other verses of this hymn may also be understood as being address- 
ed to the Bhaktas. The pattern of the sentence, “Ah! this Pala- 
mannippatikkarai is the place of the Lord of these acts!” is quite 
clear in verses 2 and 5. But in other verses, the same pattern may 
be understood, though, as they stand, they mean, “Ah, this is 
Palamaņnifpatikkarai of this Lord of these activities!” Thus the 
emphasis is placed on Palamannippatikkarai where the Lord has 
come to stay to save us, like the cultivator putting up a hut in his 
field. The poet himself in his last verse speaks of this hymn as one 
in praise of Palamannippatikkarai. Even the sands trodden on by 
the beloved one is dear to the lover when the Love reaches its 
zenith. Our poet as the beloved of the Lord falls in love with 
His holy place (3). 


II 


Thus the descriptions of the place are only in relation to the 
Lord corning and enshrining Himself there and our poet almost 
dances in joy in enumerating the acts of the Lord. “This is the 
Palamannippatikkarai ot clear waters where live happily innume- 
rable lives which may ordinarily refer to the creatures of the 
water but which in the present context should refer to the innu- 
merable human beings saved by the Lord through His kind act of 
establishing Himself within that temple in our midst" (10). “He 

T. 88 
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is the Past. He is our Lord and patron, the Great Saviour and 
Guide” (1). The word pirān is interpreted by the Vaisnavite com- 
mentators as ‘upakarakan’, the Great Help, and this word is re. 
peated six times with an inward joy in the first verse. “He is the 
recessive past: He is the Saviour whose beginning nobody can see 
Or know; He is the Saviour on our crown, the Eternal Saviour. 
He is the Saviour and the Great Teacher of the banyan tree ready 
to swallow poison for us” (l). **The crown of His head is the 
dome of the Heavens but yet He stands firm for ever at Pala- 
mannippatikkarat, to enable His Bhaktas to praise and worship Him 
and serve under His feet of our refuge, showering flowers there- 
on” (2). “Ye, who are full of love! Oh, Ye, who dance in joy 
and love! Ye, who serve Him surrounded by our people! Adorn 
yourself with the dust of the feet of His followers. This is a 
lightning-like ephemeral life of suffering and decay. But without 
undergoing these miseries of life, reform yourself and walk along; 
Oh, Bhaktas, Sing His Paļamaņņippatikkarai”” (3). “Hark, this is 
“Palamanmppatikkarai of the Lord of Power’ (4). “Oh, you have 
dedicated yourselves to the service of the Lord; feel elated in 
praising and worshipping Him with your hands held in atīcali pose. 
Hark! this is Palamannippatikkarai"" (5). "The Lord showers His 
blessings pleased with the song and music even of the erring souls? 
(7). "The Lord is unknown to the great men of power even when 
they worship Him with the eight flowers? (8). “Do not think of 
Him as a mad man" (9). “He is attached to the Palamaņņippatik- 
karai” to save us; get, therefore, attached to Him (the Palamanti- 
patikkarai Lord) and get rid of all your sins and infamy" (9). 
Thus singing and experiencing the joy of his own hymn, he assures 
the readers that they will also be rid of their miseries (10) 


IIT 


The poet is referring to the details of worship with the three 


karanas (5). The atījali pose is referred to as “kai küppal". The 
Lord Saviour on our head is familiar to the students of Pallava 
inscription as already pointed out by us. The feet of the Lord are 
important as our refuge and fallin 


g at His feet is an expression 
of our self-surrender. 


; is worship of the feet of the Lord has 
become popular in Buddhism of the age of Manimēkalai. The wor- 


ship of Visnupāda or the feet of Visnu is also solo Sias 
feet standing merely as such without any other image were also 
thus worshipped in the Pallava Age as is made clear by the Icono- 
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graphy of the Eastern Archipelago. The famous verses of Appar 
ending in "Aiyāran atfittalamé” should be referring to such wor- 
ship of the foot-prints considered to be those of Siva. Pankaya- 
tādam (5) is a term familiar to the readers of Manimékalai and 
our poet speaks of the Lord in almost similiar terms *Parikaya- 
padaw (5). 


The worship with flowers and garlands has been often referr- 
ed to in these hymns. Here, our poet refers to the eight flowers 
(punnai, white erukku, caņpakam, nantiyāvarttam, nilopalam, pātiri, alari 
and the red lotus) — these are the external flowers (8). There 
are also eight mental qualities spoken of as flowers used in mental 
or spiritual worship; viz., non-violence, control of the senses, for- 
bearance, mercy, knowledge, truth, tabas or sacrifice and love. 
The worship of the temple goes along with the worship of the 
form of the Lord as the Universe where the dome of the Heaven 
becomes His crown (2). The importance of music and dance and 
poetry in worship is also well brought out in this hymn (3). 


The followers of the Lord renouncing every thing, are clothed 
in loin cloth stitched up with the waist-string (9) to show that 
they have cut themselves away from all attachments and the ex- 
periences of the sensuous enjoyment of this world. The Kura, 
*Parruka Parrarrān parrinai apparrai-p parruka parru vitarku” 
seems to be echoed in the 9th verse of this hymn. 


Our poet often differentiates between Pattar (3), and Cittar, 
the loving souls on their way to be freed and the free souls. 
Perhaps, there is a pun on the former word, viz., Baddha and 
Bhakta. In this hymn our poet differentiates further amongst the 
souls on their way to freedom into Bhaktas, Tontars and dzpars 
(3). The Bhaktas sing, the Anpars or lovers dance in ecstasy and 
tontars serve His Followers. This is a distinction corresponding to 
Pēy, Pütam and Pāritam surrounding the Divine Dancer and also 
corresponding to the ''Pattarayp panivarkal ellarkkum atiyén, para- 
manaiyē pātuvār atiyārkkum atiyēn, Cittattaic Givanpālē Vaittārkkum 
atiyēn2 which our poet enumerates in his Tiruttontattokat though 
the word Pattar is used there in a different meaning. The word 
‘Pacupatan’ as the name of the Lord is repeated twice (6, 8), a 


1. 4: 92. 
2. 7: 39: 10. 
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word which is to be distinguished from Pašupati. Pācupatan is a 
follower of Pašupati, though not necessarily the follower of the 
Pāšupata sect. In a similar manner our poet sings of Siva as 
‘Sivan a follower of Siva. That these references identify the 
followers as Siva Himself is the corner-stone of His faith as re- 
vealed in Tiruttontattokai. Pücupatam may also mean Siva as in 
possession of his special weapon known as Pāšupatam, the Pāsupa- 


tāštra, the missile, presided over by Pa$upati or Šiva which He 
has bestowed on Arjuna. 


IV 


The Purāņic descriptions as well are referred to as emphasiz- 
ing the message of his hymn: the blue throat (1), the sacred ash 
(7), the crescent moon (2), the company of the Mother (5), the 
Lord of the Dēvas (8), receiving the worship of Brahma and Visnu 
(8) to whom the Great remains invisible, the Great teacher of the 
banyan tree (1), the destroyer of the three cities (8) and Death 
(6), carrying the white axe (5), the trident (5), the Destroyer and 
Saviour of Ravana (7), of the red like coral form adorned with the 
anklet of victory (6), the great master of the white dance (2). 


V 


The Jains are specifically mentioned and the ‘um’ (and) of 
‘Amanum’ probably suggests that our poet is impliedly referring 
to Buddhists as well (9). “Our Lord departs in no haste from 
them to enjoy the feast of poison" (9)—thus our poet sings, pro- 
bably implying that our Lord swallows also their sins, and scan- 
dals also, to save them by giving them nectar or redemption. 
"Their condemnation of the Lord as the mad man (9), our poet 
begs of us not to believe. The Jains — evidently the Digambara 
ascetics — are described by our poet as being very learned but 
going about naked (9), This verse is however interpreted in an- 
other way; The departure is taken as referring to the followers of 
the Lord to whom this verse is addressed — the followers who 
wear the stitched up cloth piece (a contrast to the naked amanas) 
for cutting away or escaping from eating (as referring to this birth 
gberetieonlyamportant activity seems to be eating and nourish- 
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tear themselves away from the aman; they are told not to think 
ofthe Lord swallowing the poison and riding on the bullas a 
mad person; for these show his Grace and JDharma; they are 
finally advised to get themselves attached to the Lord attached to 
Palamannippatikkarai and to get rid of their scandals and sins 
thereby. 


VI 


This hymn also must belong to the period of our poet's poli- 
tical greatness. He describes himself as the Ariraw of the garland 
of lotus (10); the lotus garland is peculiar to the Brahmins? and, 
therefore, he must be conscious of His birth. He is thinking of 
his followers and relatives, He assures those who are capable of 
reciting this hymn or listening to it, that their followers and rela- 
tives also will be relieved of all their sufferings all through the 
day both during day and night—an assurance which reminds us 
of the later day ‘kavaca’ hymns in Sanskrit (10). 
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CHAPTER XXXVII 


TIRUVĀLKOLIPUTTŪR 


(Hymn 57) 
I 


The bliss as experienced and expressed in the previous hymn 
must have been so unwordly that somewhere from the uncons- 
cious, a doubt should have reasonably sprung whether this bless- 
ing of the Lord will be continuous, thus suggesting, as the Vaisņa- 
vite commentators would say, a game of hide and seek, played by 
the Lord. The world as it stands makes most of us forget the Lord. 
“Will I also forget"?—thus arises a doubt, but his own mind, 
which has experienced the supreme bliss crying out in joy; “How 
sweet is He when we think of Him”! and pointing out the temple 
where He has enshrined Himself, now exclaims, “What Forget 


Him! Forgetting Him, what shall I think of???—that is the refrain 
of the present hymn. 


our mind is so constituted that when one thought occupies 
its centre, other thoughts fade away to be forgotten. It is the 
nature of the mind also to hold on the happy thoughts. The Lord 
has become everything to our poet. His Omnipresence is no more 
a theory but our poet’s own personal experience, an experience 
of what the Upanisads speak of as, “Satyam, Jūānam and Anantam 
Brahmam”. If everything brings our happy Lord before our poet, 
how can he forget Him and what else will he think of? The 


chorus of this hymn, thus reveals to us the great state reached 
by our poet in his spiritual experience. 


II 


The Lord is to our poet the most precious thing—(1-12) 
‘manikkam’, the precious gem of carbuncle, the lovely and lovable 
māņikkam our poet is very fond of. He is repeating this descrip- 
tion many a time in his hymns as one who has moved in the com- 
pany of Emperors and himself wielding political influence. 
Manikkam representing the beauty, nature and all appeals to him 
as reflecting in its lustre, the lord of miade light and law- 
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Manikkam is sometimes spoken of as the gem on the crest of a 
cobra. This has probably suggested the purdnic story of an ant- 
hill residence of a cobra, where was hidden the sword of Arjuna 
by the Lord.  Valolipurrür is one form of the name of the city. 
The other form is Valkolip puttūr. Puttar is a new city; to dis- 
tinguish it from other Puttūrs it was called Vā/koļi or Valoli. But 
his love is in addition pure and holy and, therefore, he loves call- 
ing God *Punitan” (11). 


III 


He gives expression to the experiene of the Lord. **He is the 
one who gives Himself up to me for being contemplated on. 
Thanks to His universal sovereignty, I am His slave and dog" (1). 
*He is the one who removes all the anxieties and the confusions 
ofthe mind. He is never displeased with my word and he has 
come and enshrined Himself in my heart" (3). “He has come 
and embraced me as the great hunter going after Arjuna” (6). 
*He is my father, the munificent patron of my father's father" 
(7). His experience of the Lord as we found elsewhere is expres- 
sed as the universal experience of the followers of the Lord. “The 
Lord jumps into the mind of those who contemplate on Him and 
completely fills it up” (2). ‘‘He is the greatest expert of making 
those who worship Him with flowers in their hands to reach His 
feet” (4), “One who is capable of removing all the obstacles", 
(7) “and all the defects” (8). “He is the great nectar and the 
medicine to all the loving things” (10). “He is the truth, becom- 
ing false unto all those who are devoid of truth, who is also the 
one who experiences everything standing even in this very body” 
(11). That this hymn also is one of bliss where are destroyed the 
sins already committed, is made clear by our poet assuring 1ts 
readers that "this, a hymn of Tamil of the cool heart — a heart 
whose heat of mad activity and passion had cooled down, a hymn, 
of good effects clear to our eyes, which destroys their sins which 
they have committed and which come to inflict them” (12). The 
‘Ulankulir Tamil? (12) is reminiscent of Campantar’s assertion, 
“Ulankulirnta potelam ukantukantu uraippanē”. “I sing of him when- 
ever my heart is cool and happy. It is in the same mood, our 
poet also has sung this hymn. Our poet speaks lovingly of this 
hymn as a creation of his, as much of a child as Cinkatt. 


1. Cam: 2: 98. 9. 
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The Lord is the Déva of the Devas, God of Gods, (3) — the 
Lord of the Dēvas unknown to them (6). He is one whose begin- 
ing has never been seen or known, the greatest among the ancient 
three, the one great principle impossible to be known (7), but 
one who, however, out of His Grace assumes a form for our 
sake (6), the red one smeared with white ashes (11). He is of 
that country of empty space or Heavens — Vānanātan (8). 


IV 


These names lead us on to a consideration of Purāņic refer- 
ences which are found in this hymn as in others. The destruction 
of the elephant (1, 4), and the Lord of Death (1), and the three 
cities (5), the begging with the skull (4), the riding on the bull 
(1), the sacred ash (11), the serpent (4), the garland of bone m 
the sacred thread on his chest (5), the singing of the four Vēdas 

i (10), carrying a hand-bag of sacred ashes (10), vanquishing and 
blessing Ravana (9) and Arjuna (6), remaining invisible to Vises 
and Brahma (8). The poet speaks of the Lord as going a- begging 
as a lover whilst He Himself has burnt to ashes Manmata (2, 5). 
Again he speaks of the Lord being in the company of the damsel 
after having destroyed Kama (5). This oxymoron suggests that 
one should be a Lord and not a slave of love and that there !s 
nothing carnal about Lord's love. These purāņic references are 
looked upon by our poet as something related to his own subjec- 
tive experience and not as mere stories. He speaks of the Hunter 
going to fight with Arjuna coming and being with him (6). 


V 


In this hymn also our poet refers to the Jains and Buddhists 
almost in the very terms in which Campantar refers to them in one 
place 'Iruntuy Tērar and ninrun caman”? — “The Buddhists sit and 
eat whilst the Jains and the ascetics stand and eat” (10). The 
Buddhists are called the Térar and Cékkilar in describing the debate 
between the Buddhists and Campantar because of this, gives at 
length the principles of Tēravāda Buddhism. Our poet’s complaint 
against these sectarians is that they make fun of the Lord who 
in spite of it stands firm unperturbed and unaffected by them. 
pho. 2. Cam: 1. 98: 10. 
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VI 


Our poet as usual describes the holy place as befitting the 
mood of the poem. The Lord is on the banks of the cool waters 
of Manni, where the blue lilies bloom in the small sluices (2), the 
river Manni, which comes and flows down into this place with 
happiness, carrying the tusk of the elephant, the black akil and 
the chauries (7). The place abounds with dramatic scenes of 
nature. The ripe cocoanut falls down; the buffaloes of ruddy eyes 
lying peacefully in the muddy waters of the fields, get terrified and 
run helter skelter, making the fields thus ready for cultivation 
(9). The ‘v@/ai’ fish in its turn gets frightened and leaps up, to 
escape being crushed by the buffalo (9). The groves there glisten 
with the fertility and rich yield, while the fields are full of the 
best paddy of astonishing good yield (1). 


Vil 


This hymn also must have been written in the period of his 
political influence. He calls himself **Vanzontan", son of Cataiyan, 
father of Vanappakai and Cinkati, the king of the people of 
Nāvalūr (12). 
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CHAPTER XXXVIII 
TIRUKKĀNATTUMULLŪR 
(Hymn 40) 
lj I 
Ld 
y In the previous hymn, when the poet sang, “What else shall 
I think, forgetting you?”, it was suggested that it was because 
that everything appeared to the poet as the Lord that he could 
not think of anything else forgetting the Lord. In this hymn, 
this idea which was in the background comes to the forefront and 
| he describes this universal vision in this hymn. According to 
l Periyapurāņam, the Lord appeared before our poet when the latter 


was approaching Kānattumulļūr and that it was his vision that the 
poet was singing in this hymn. 


II 


Of course our poet identifies this universal vision with the 
form of Siva described in the Puranas which he was cherishing in 
: his heart as a form of beauty and love. This identification is not 
E a mere intellectual affirmation but 


an expression of his experience 
it of the identity. à 


In the first verse he sees the Lord as Siva, Indra, Visnu and 
Brahma—all sung in the Vēdas—and, therefore, as the great 
Lord of the Vēdas and the great speech of truth. In the second 
verse he identifies his Siva of twisted mat-lock as that principle 
of the universe becoming the whole world, the movable and the 
immovable lives therein, becoming the aeons and that sea (which 
floods the world at the end of each aeon) and the five basic 

| elements evolving into various beautiful forms. He has become 
| one great Of basic cloud. He has become all this, out of 
€ unto the cloud showering its rains expecting 


EKS In the third verse he identifies the purāņīc 
TĀS 
reat 


all pervasive Lord of the Vēdas (Purusa 


of] hts and with the Lord of the Agamas 
S i 
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In the fourth, he identifies the purāņic form of Siva with that i 
supreme principle of ours beyond everything, becoming all the 
contradictory things of the Universe like fire and water, becoming | 
in fine, all matter being Himself the five elements, becoming the 
great category of time, being Himself the future, the present and 
the past and becoming the great category of space and all that 
move through this space measnring time like the sun and the | 
moon. In the fifth verse he identifies the puránic form of Siva the 
crest jewel of the Devas (Dēvarkaļ cülümami) as the great witness 
and Sāksin, becoming at the same time all this universe — the 
great immanent and transcendent principle, In the sixth verse 
he identifies Siva of the purāņas beyond the reach of Visņu and 

| Brahma as the only truth or principle of this world, that one 
principle which creates our happiness and bliss. The seventh 
verse lays the emphasis on this principle of Light, Love and Hap- | 
piness which is important in a pragmatic point of view. The Lord | 
of the Devas, the Lord of the eternal beings and the secret prin- | 
| ciple of the Vēdas is identified with this Principle of Light and 

| Happiness which our souls hanker after. He is the rare gem, the 

pearl, the divine gem, the honey and the juice of the sweet 

sugarcane, the great precious stone beyond knowledge, and the 

shining gold. 


III 


| In connection with these descriptions our poet also mentions 
| the Lord as enjoying the bath in the five-fold fruits of the cow, 
| (7), the milk, the curd, the ghee, the dung and the urine—all 
| coming out of the green grass the cow eats, undergoing a mira- 

culous metamorphosis into the wonderful food and constituents of 
food mixed in the right proportion for the calf and the human 
beings, viz., milk as a mixture of protein, carbohydrate, fat and 
water in its natural form, curd as more digestible, thanks to the 
work of the lactic acid—giving us the most important protein, and 
ghee representing the fat constituent and the food or manure, the 
cow-dung and urine, for the plants which had given the cow its 
sustenance—a wonderful play of the co-operative principle form- 
ing or expressing the beautiful circle of the plants and animals 
feeding and nourishing one another. Our poet distinguishes the 
first three from the rest and mentions only these three in some 
places.? The Lord of the divine principle is sent to shine at every 


2. 7: 15: 6. 
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point of this five-fold metamorphosis, the five great wonders of 
the organism of the cow and it is this which is spoken of as the 
bath in the five-fold fruits of the cow. 


IV 


In the eighth verse, our poet describes the great dance of the 
Absolute standing all alone after everything has been involved 
into itself throwing out its eight arms, representing the eight points 
of the compass, dancing in the great fire of sacrifice as an eternal 
youth with no attachment whatever. The universal vision is thus 
given a concrete expression in this description. The ninth verse 
identifies the Siva of the Puranas dear to his heart as the great 
Lord who takes all the varied things of this universe as Him own 
form. The tenth verse represents the harmony of Light and Love 
in the form of Ardhanárisvara and suggests that this first principle 
of the Védas assumes these forms of the universe for showering on 
us its love so that we may not get ourselves entangled in the 
mire of a cruel hell. In the last verse the crown of the Lord 
saving the crescent moon and the feet of the Lord blessing Ravana 


are referred to, suggesting thereby He is the Alpha and Omega 
of everything. 


V 


The references to the purümic descriptions also come in this 
hymn — the crescent moon (1, 3, 9, 11), the mat-lock (1, 2, 3, 4, 
8, 9, 11), the trident (3), the konrai (4), the bull (3, 5), the ser- 
pent (5), the form red like the flower of **murukku" (5), the flag 
of the bull and the serpent (6),—the sacred thread (8), the eight 
shoulders (8), the fire dance (8), the loin cloth (8), the ear-ring. 
(8, 9), the milk-like sacred ash (9), the company of the Mother 
(10), the indivisible form of His (10) and the redemption of 


Ravana (11). 
VI 


The beauty of the holy place must have appealed to our poet 


in the present context as the very form of the beauty of this great 
Lord, constituting this wonderful universal vision. It is a vision 


of happiness and love. The bent up bud of (tālai) with its thorny 


3. See our discussion on Kattuvankam. 
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outer leaves blossoms forth becoming more and more fragrant 
and the grove overflows with its sweet smell. In the fields surro- 
unded by these groves the blue kuvaļai with the honey in its 
mouth sleeps undisturbed (1). 

There is another vision of happiness, a miracle as it were 
worked by water suggesting overflowing Grace of the Lord. The 
buds of lotuses raise their heads high up above the water and 
blossom into flowers of greatness. The swans get on these com- 
modious flowers and play. Near the wide banks of the pond, the 
sugar-canes grow taller and taller whilst the great paddy plants 
grow crowding together (3). The excellent paddy grows cool 
with great blades. Nearby stand the soft sugarcanes of pearls and 
bend low on the moat. On the bamboos grown there on the 
moat, the bees build their honey comb. Such fertile fields surro- 
und these holy places (8). 


There is the play of the fish to the concert of bees. The 
cranes and storks rush and cry in joy at getting their feast of fish. 
The carps and other small fish oblivious and unconcerned glide 
glistening and frisking about in play. In the water lilies, the bees 
sing as though for this play (10). The green arecanut palms 
stand all around where the cocoanut palm overflows with its in- 
toxicating rich honeyed juice. The youthful bees drinking this 
juice sing in joy whilst the peacocks dance in the groves (4). 


The river Kollitam—Coleroon—beautifies the place. The dam- 
sels bathe in the river with their garments, their tresses of hair 
and garlands loosening down. The kunkumam paste washed in the 
river piles up and the river rushes along pushing it forth; on the 
banks of this river in the fields, the work-women remove the long 
‘kuvalai’ flowers with their overflow of honey, as heaps of weeds 
(6). 

The river allows the gems of good hue to settle down on the 
banks. The flood rushes, forming whirls on its downward march 
(7). The flood comes with foams which leave their mark on the 
banks (11). Heading against its waves the damsels of beautiful 
bangles dive down and bathe in this river on whose banks as 
though in joy of all these the blue lily blossoms like the blue 
sapphire (7). (The reading adopted is 'Nuratyinār karai taluvu 
Kollitattin karai” (11) which is better than the other reading 
though there is no alliteration; this want is made up with asso- 
nance). 
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The damsels representing love thus beautify the place of 
holiness. The harmony of all kinds of life is suggested in another 
verse. In the moat sleeps peacefully the pure blue water lily lov- 
ingly taken care of by beautiful damsels of lips red like the ‘tongai 
fruit? whose words are sweet and pure even when they are sulky. 
Near these water lilies stands the garden of plantains sweet with 

the ripe fruits, embracing the flower grove (9). 


This beauty of nature rich with the palmyra palms and 
cocoanut garden is further heightened by the moral beauty of the 
righteous ‘antayar’ singing Vedas, performing everywhere all 
through their seven births the Védic sacrifices distributing immense 
treasure all through this holy city of Muļļūr (5). These Brah- 
mins are blessed with the wealth beloved of ‘Tirw or the Goddess 
of Wealth. They kindle the three sacred fires, these beautiful 
‘antanars’ of all propriety. Their recitation all through the city is 
as much a sign of beauty of the place as the black buffalo going 
about grazing the lotuses in the fields thus unwittingly weeding 
out the obstacles to the growth of paddy (2). 


VII 


This hymn should also belong to the age of his political great- 
ness for he describes himself, *Uraiyinūr matayanai Nāvalārūran””, 
the famous drūran of Naval riding on an elephant (11). Or, 
"matayānai may be a metaphorical description of Arürar. But he 
is also referring to his great attachment to the Lord and refers to 
the glorious Tamil expressed as a matter of right in relation to 
his relationship with the Lord. He assures that those who are 
masters of this hymn will become the leaders of those who rule 

_ this world, divided into so many countries by the mountains and 
that they will also go a-head and become the leaders of the Dēvas 
to stand firmly established for ever as such leaders. The univer- 


sal wisdom suggests universal sovereignty because in this vision 


= eu thois ug Eon i in the Lord. That he should 
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CHAPTER XXXIX 


TIRU ETIRKOLPĀTI 


(Hymn 7) 
I 


In the last hymn, our poet sang of the universal vision, assur- 
ing the readers of the hymn that they would rule this world and 
the other. The assurance took that form, because the world be- 
fore him was hankering after such rulership and the pleasures 
which that rulership brought in its train. The world forcibly 
comes back to his mind and this hymn is addressed to that mind 
or the people of such mind. This hymn also belongs to the period 
of his political power and greatness as is made clear by the very 
opening lines of this hymn addressing those who come surrounded 
by kings riding on the elephant. It is significant that in duc pre- 
vious hymn our poet described himself as the famous Ārūran of 
the great elephant, if our interpretation is correct, and that 
in this hymn he addresses his mind or the minds of those in great 
power like him in similar terms as riding on the elephant (1). 
The difference between himself and others is that our poet, as à 
freed soul, is conscious of the ephemeral nature and the tempta- 
tions of the world and of the certain Grace of the Lord which 
takes the form of all these things of the world. He is, therefore, 
a Lord and not a slave of these temptations whilst others being 
unconscious of the illusions become a prey to them. It is this 
distinction which is the message of Arsrar's life which suggests a 
comparison with the great Janaka. 

II 


Oh! Ye, who go about on elephants surrounded by the kings, 
when death comes, there will be none around you. Pray, keep 
this in your mind. Once you have fixed your mind sis 
Him you need not change it (as we do in relation to the i ly 
things). Come along. Let us reach the Temple of our Fat es 
Etirkolpāti”” (1). The fear of Death, our poet knows, be A 
chiefs, and our poet takes advantage of this fear in a ae 
them. Next comes, in addition, the miseries of the world. 
there is birth there is always death. The household life is full of 
misery. (Do not begin talking and arguing and deluding your- 
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selves. Word is not always expressive and revealing; 


S it comes 
also to deceive and confuse. Hence all the warring philosophies), 
If there is word, there is pretension. (Or, it may mean if there 
is enmity there will also be stratagem and cheating). Oh! Ye, of 


mind and heart. Let us reach the temple of the Lord” (2). 


The net of passion spread out by cunning women hastens 
death for the pleasure hunters. “This body of sins goes and goes; 
decays and finally falls down, all of a sudden. Before that hap- 
pens, without getting entangled in the net of the deceit of the 
beauties of the well shaped (or shaped like the innerside of the 
tender mango cut longitudinally) eyes, let as reach the Temple” 
(3). This attack is not on the righteous women. 


Women symbolize the life of passions, the life of slavery to 
the five senses; leading one astray till that one becomes a laugh- 
ing stock to all. ‘Look! There live the great Five in our minds. 
Ah! Ye, of the deceitful mind! Before you fall into the slough of 
Despondency, slighted by all, let us reach the temple of our Lord” 
(4). The same idea continues enforcing the old fear of ignomi- 
nious death. ‘These Five; way-laying us in their high-way rob- 
bery, are eating us away. Before our white skull of grinning 
teeth and mouth reach the grave, let us reach the temple" (5). 

“Those whom you esteem as leading a glowing life are but 
false pretenders. To fill up your bellies, you are deluded, though 


you move with us. But youneed not cry over this. 


Let us reach 
the temple of the Lord” (6). 


(“There the false sense of prestige and shame prevent you 
from mixing with the followers of God). Get rid of the sense of 
shame or false prestige. (You must get yourself reformed and 
become pure). Get rid of yours faults. (The greatest danger, the 
very negation of this love is vengeance and anger and (this you 
must get rid of. (If the mind were to catch hold of the Lord, it 
must get rid of what it is at present holding on tightly) the pas- 
sionate selfish attachment to the deceitful household life of the 
damsels of sweet smelling tresses of hair. The place made thus 
vacant must be filled with the love of the Lord. Let us reach 
the temple” (7). Thus our poet describes the Pilgrim’s Progress- 


+ “If there is pleasure, there will be misery (they are the tWO 
sides of a coin). Ah! this poor household life! Ye of foolish mind! 


Is will be sheer foolishness to speak of the aspect first. Let us 
reach the temple of the Lord” (8). 
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“The worldly relationships however dear and divine, come to 
naught except in relation to God. Fathers and mothers — they 


cannot be our props even to the extent of the tiny seed of the 


sesame plant — (an idea which our poet mentioned once beforc). 
Let us reach the temple of the Lord” (9). 


(The poet makes a distinction between ‘cintai’ and ‘neficu’, 
the contemplating mind and the feeling heart. He also speaks of 
manam! (1, 2, 4, 6, 7, 8) — as that which thinks and of ‘ullam (1), 
the mind as the internal organ — antahkarana). 


III 


This ymn is not a negation of life but a plea for a fuller life, 
once it glows with the love of the Lord. "That is why he assures 
us, *Don't feel miserable. Our father will become one with us 
through and through and show the path of Heavens. He is the 
Lord who when we praise Him herein, blesses us with life here- 
after" (6). “But take note, none but His lovers will ever reach 
the feet of the Great Master and Guru of konrai" (8). “Heis the 
Father (1), our Father (9), the Master (3), the Deva (4), the Chief 
(6), the God (7), the Beginning (10), the Great Light" (10). “He 
is the Lord who has thought of this Temple for saving us” (10). 
«He is the Lord of Etirkolpāti caught in the bondage thrown out 
by the Bhaktas" (11). He is full of the love of the Bhaktas to 
worship whom our poet has fixed his mind, upon Them — our 
poet the slave of the followers of the Lord, himself a Bhakta, the 
son of Gataiyam” (11). 

IV 


The Puranic references are also here — the blue throat (2), 
the mat-lgck with water (2, 11), the bull (2, 7), the loin cloth 
(3), the destruction of the three cities (5), the bones (7), the 
crescent moon (9), the Fire unknown to Visnu and Brahma (10), 
the Lord of the coral form besmeared with pearl like sacred ash 
(11), the Trinity and the Two (4) (male and female) turning out 
to be the one Lord of all these (4). 


The experience of the Aymn, whilst singing it, inspires our 
poet to assure the readers that those who are masters of this hymn 
will certainly come to worship the feet of the Lord $3 converting 
thus even Emperors into the slaves of the Lord, taking refuge in 
His feet. No other assurance is necessary or proper in this con- 
text (11). 

T. 90 
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CHAPTER XL 
MUPPATUMILLAI 
(Hymn 18) 


I 


This hymn proceeds in a playful mood, like the Bhiksdtana 
hymns we had discussed earlier. Though there is no specific refer- 
ence to this form except in a few places, the descriptions herein 
can apply to the Bhiksatana form of the Lord as well. The inter- 
rogation is rhetorically raised, “Would we have come to serve 
Him if we had known this? (wearing the serpents, etc.) (1). This 
may playfully suggest the answer, “We would not have”. Some 
take this chorus of the hymn not as an interrogation but an asser- 
tion in this sense But there is also the more serious answer: 
«Even if we had known it, we would have come to serve Him”. 
Thus there are the gradations of meaning form playfulness to 
seriousness. The poet in the very last verse speaks of the hymn 

as expressing the mode of dedicating oneself to His services, clearly 


pointing out that the playful mood is only on the surface, whilst 
at bottom it is a hymn of love and self-surrender. 


II 


«He never grows old; He is never born; He never dies”. 
Though this suggests His divinity, one may playfully speak thus 
of any matter as matter. “Unless He thinks of the cities in addi- 
tion, His residence is the graveyard. His protectorate is Vēļoik- 
ka kuti and Taņturtti. (These mean the city of Sacrifice and the cool 
Island, but the $ punning on these phrases which may mean 
also the in ting drink and the bellows). If we had known 

ed round his waist is the serpent, would we 


" (1). 


misery. It isimpossible for every- 

is may mean also that no one 
dances and sings besmearing 
? If we had known 
h pure ghee raising 
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and guarding the Holy Fire in the round sacrificial pit, would we 
have come to serve Him?” (2). (This reference to Marai or 
Vēdas may mean also that he eats what is cooked with ghee in 
the round pit of fire by those who move about clandestinely). 


*He has a thousand names (This jocularly suggests that He 
has thousand aliases and alibis). He is neither man nor woman. 
His city is Orriyūr (This means also a city under mortgage). We 
do not know how He got the other cities. He swallowed the 
poison (leaving its indelible mark of this attempt at suicide in 
His throat). If we had known His necklace is the serpent, would 
we have come to serve Him,” (3). 


“He has (nothing but) boar tusks and the young tortoise to 
wear. He rides on the bull. In the jungle of a burning ghat His 
followers speak whatever they experience. (It jmay mean they 
speak according to their sweet whims and fancies) and they fall 
in love with Him. But He wears one skin of the deer, throws the 
tiger skin on His shoulders and covers Himself up with the ele- 
phant skin. If we had known this, would we have come to serve 
Him?” (4). 

«He has nothing but the alms, thrown by the city to eat 
after feeding others. He rides on the bull as though it were a 
horse. He makes His livelihood by inciting the Bhitas to sing for 
Him. If we had known that He catches hold of the snakes in 
every ‘pali” (pāli means a temple and also a cavern) and makes 
them dance for His livelihood, would we have come to serve 
Him?” (5). 

“His daugher-in-law is a kurava — a mountaineer’s girl. His 
following the boar as a marava, or hunter, is all illusion. So is it, 
His being All pervasive, the Beginning, Light and the faultless 
and unfailing Dkārmic ascetic. If we had known Him, would we 
have come to serve Him?” (6) 

“He is the same unchanging nature — a mad man. He is the 
mother (ii) who begot me (i); the grand-mother (ili); their 
mothers (iv); the Lord (vii) or the Chief of the panel of their 
fathers (v) and their latters’ mothers. (vi) (The numbers denote 
the seven generations going up from the poet). If all His wealth 
is His begging with the head of the deceased — if we had known 
this (great) tapas of His, would we have come to serve Him?” (7). 
“He is the beyond — Indra, Rudra, Visnu and Brahma. He removes 
the confusions and anxieties of these contemplating on Him. He 
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is beyond us. If He resides also within our Heart and that asan 
empty space would we have come to serve Him?” (8). (These 
may be taken in a jocular vein as statements to be laughed at as 


pretensions and contradictions and also seriously as expressions of 
the great truth). 


“He blesses both Indra and Ravana, inimical to each other. 
He repeats the mantars. He sings the Vēdas and holds the deer in 
His hand. He is one with Visyu and Brahma but yet stands alone 
in between them unknown to them" (These may be taken as 
unbelievable contradictions and as serious truths.) (9). 


Most of these are Purāņic references especially to the Kāpāli 
dance and the Bhiksātaņa form. The poet thus comes again to 
relish the purdnic lore with its message of Love. 


III 
The great philosophical truths are also hinted at. “The Lord 
is Deathless (1), birthless (1), ageless (1), sexless (3). He is the 
All Pervasive (6), the Beginning (6), the Light (6) and the Aram 
or Dharma (6), the occupant of the Dakarākāsa of the Heart” (8). 
His experience of the Lord as residing in his own heart removing 
the anxieties and confusions, though otherwise He is beyond our 


ordinary reach, inspires him with a feeling that he himself is the 
Servant of the Lord for (seven) generations (7, 8) 


IV 


love and beauty — marks which allow a 


yh peech with the Lord. What greater liberty - 
S: Those who are so free with the - 


s not anything to be achiev- 


| 
| 
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CHAPTER XLI 


TIRUMUTUKUNRAM 


(Hymn 25) 
I 


This hymn takes us back into the inner circle of our poet's 

domestic life — a life which we have often compared with that of 
janaka. According to the tradition, our poet was given gold, 
when he prayed to the Lord of Mutukutram, which he was ordered 
to throw into the river there to be gathered from the Temple-tank 
at Tiruvārūr after his return to Tiruvārūr. It was this hymn which 
our poet is said to have sung for gathering the gold at Ttruvārūr. 
As already pointed out there is nothing in this hymn itself giving 
any details of. this miracle. This is one of the hymns in which 
reference is made to his wife Paravai. This is very much like the 
Colili hymn (H. 20). “‘Arulay or Aruļīr atiyen ittaļanketavē” is the 
refrain. The pattern of the sentence in every verse is the same: 
the first and the second lines address the Lord, the second lines 
ending with the words *Mutukunzu. Amarntīr” (1, 2, 4) or “Mutuk- 
kunram Amarntavanē” (3, 6, 8, 9) or *Mutukunzu Amarntay” (5), 
* Mutukunru Utaiyāy” (7); the third lines describe the beauty and 
the anxiety of Paravai; the 4th lines beg of the Lord to bless him 
by destroying the miseries 


(Ittalam is a Dravidian word found also in Kannada; one won- 
ders whether it had come into Tamil due to the Kannadainfluence 
of the Hoysalas of Mysore with whom came into contact the Gai- 
gas and others, in the age of Ararar. ‘It’ asin ‘itukku’, ase 
means a narrow path—a straitened circumstance. ‘Alam means 
crowding or pressure. Here the poet begs of the Lord to remove 
his difficulties by pointing out to the distress of Paravai. 


II 


Paravai’s beauty is described in term 
subtle waist (1), of her tresses of hair“ o ' 
and full of flowers (9), of her broad eyes full of collyrium (3), of 
the beauty of her bosom (4), of her well shaped posterior (some 
will interpret it as pudendum), beautiful like the hooded serpent 


s of lightning flash of her 
f fresh fragrance (2, 8) 
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(5), of her fingers playing the ball (7) and of her beauty and 
nature befitting this world (or full of forbearance like the mother 
earth) (6). 


His sufferings are next described. “Ah! What have you done, 
my Master, in the presence of this Paravai?" pointing to her near- 
by (1). “She is depressed and distressed and is fading away” (2). 
“Let her not pine away" (3). This withering away — Vattam — 
is referred toin three places (2, 3, 5). In another place the phrase 
used is “Kunam kontiruntal’ (4) which must be taken to mean the 
same thing. (‘Kuna asa Tamil root in such words as ‘Kunakku’, 
*Kuņala” and its related form ‘Kuta’, means something bent. 
‘Kunam’ will then mean drooping and bending low, out of dejec- 
tion of the heart or the exhaustion of the body). The poet begs 
of the Lord in six verses to bless and help him in her very pre- 
sence (1, 4, 6, 7, 8, 9). This ‘Vattam’ must be physical and there- 
fore, the misery or ‘itfalam’ has to be cured by material help. Our 
poet speaks of the Lord giving him gold even whilst Umpar and 
Vanavar were standing together in front (2). (This distinction of 
Vānavar and Umpar is one like Dēvar and Amarar! already noted by 


us. Can this be a reference to the help received by him on pre- 
vious occasions? 


III 


This is not hankering after worldly things but relying upon 
the Lord for everything, after our poet’s absolute self surrender 
to the Lord as already referred to in our discussion of the Kolili 
hymn (H. 20). The Lord is to our poet every kind of relationship 
and, therefore, he appeals to Him for saving his wife from the 
| straitened circumstance she was in — which he claims as his own 

suffering as well. The poet looks upon Paravai? as the gift of 
| God and, therefore, loves her whole heartedly, 


pleased with her 
beauty and moral grandeur. It is this that distinguishes the life 
of this couple of divine love f 


rom the lives of ordinary married 
| people. Our poet addresses t 


) he Lord as the real truth of all rela- 
tionship — the Master (1, 6), the Lord (2), the Father (3), the 


| Meneifulifonitheicyes of beauty) (4), the Chief or Elder Brother 
(5), the Antanan (7) (a Brahmin but according to Tiruvalluvar 


1. 7: 63: 2. 
2. 7:46:11. 
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*Arava?! with no attachment to the world but of beautiful and 
cool qualities), the King (8), and the Dancer (9) in the Heart of 
Love, i.e., the Lover. 


IV 


The Puránic descriptions abound in the first two lines of every 
verse. To our poet begging for gold, the gold-like form of the 
Lord comes uppermost in his mind when he begins this Aymn (1), 
so do the divine acts which removed the obstacles of others—the 
tiger's skin (1), the destruction of the three cities (1, 5), the 
three eyes (3), the crescent moon (4, 10), the company of the 
Mother (4), the elaboration of the Vēdas (4), the blue throat (5), 
the worship by Visnu, Brahma, sun and Indra (6) and the eighteen 
group of Dēvas (8). The memory that He blessed him once before 
showering gold on him inspires him to make this request (2). The 
Amarars come in order to bow down before Him, the Oldest of 
the old of all these worlds, the Unique Lord of the winkless Dévas 
(2), begging for His Grace; and Him Ārūrar of Nāvalūr of rich 
fields (10), the chief of the Vzdic Brahmins (10), has described in 
this divine hymn or the king of hymns (10). He begs for Lord's 
love— for the bliss of Sivaloka and not for merely gold (10) which 
also represents to him one form of divine love. This is made clear 
by the final verse which assures those who had mastered this 
hymn that to them Sivaloka or the sphere of the Absolute or Siva 
the Good, is easy of reach (10). 


V 


This hymn also belongs to the period of his political greatness 
for our poet speaks in terms of royalty describing the hymn itself 
as being full of kingship, :.e., the king of the hymn itself as being 
full of kingship, i.e, the king of hymns (10) but without, at the 
same time, losing his feeling of self-surrender to the Lord. How- 
ever, as already stated, "Iratyār pāta may mean a divine kons 
He cries to the Lord that he has not known himself remaining 
without praising the Lord (9). Our poet describes the Lord in 
reference to this feeling of his. “He is the Supreme of the Supreme 
(9) showering His blessings on His Bhaktas. He is free by nature, 
a Mukta and yet a Bhakta? (3). Our poet calls Him a Bhakta 
(3)—for Bhaktas are none other then Himself. This description 
of the Lord as Bhakta ought to be taken along with the other 
description, "Saiva", Pücupatam" revealing to us the cult of the 
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Šaivite Bhaktas so dear to the heart of our poet, the author of 
 Tiruttontattokai. 


VI 


The description of Mutukunram comes in mainly as the place 
of the Lord, where flock all (10). In one place he refers to the 
drums resounding when the eighteen kinds of Dēvas surround 
Him—probably in a festival (8). There is another idea — a 
favourite idea of our poet, that of the holy place, assuming 
‘Sarupya’, by adorning the crescent moon on its crown towers 
(7). “Here are gardens full of bunches of flowers surrounding 
and cooling the great fortress walls of the palaces, on which the 
crescent moon comes and stays—that very crescent moon reach- 
ing the mat-lock of yours, O, Lord of Mutukunram!" (7). 
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CHAPTER XLII 


NAMAKKATIKALAKIYA ATIKAL 


(Hymn 33) 


I 


This hymn, though, according to tradition, is said to have been 
sung at Tiruvārūr when our poet returned to that place after his 
pilgrimage, does not belong to any specific temple. This kymnis, 
therefore, named after the refrain or ending of every verse herein 
—'* Namakkatikalàkiya Atikal". ‘The Lord, our Master, is He, the 
same as the Lord of the kite-canopied jungle. Is He the same as 
the Lord of the dead skull? Is He the youth sharing His Body 
with the damsel of the mountain, efc.?" (1):— This is the pattern 
of the sentence, piling up the descriptions of the Lord in the form 
of interrogations. Most of these descriptions belong to the Purāņie 
lore, and show that our poct's mind is captivated in this period 
of his life by these stories. As in the case of the Bhiksītana hymns 
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fication of her own Rama — the youth following the saint, the 
youth of the lotus red eyes: 


*Kēmuņi yutan varu kontal cenrapin 
Tāmaraik kaņņinan enra tanmaryal 
Amava nēkol enru aiyam ninkinai 


Vamamē kalaiyinul valarnta talkulē””. 
(Bālakāņdam: 
Carmukappatalam. V. 62). 
II 


Lost in the bliss, our poet does not mention any result flow- 
ing from a recitation of this hymn but inquires of the Bhaktas, as 


in hymn No. 73, whether this our Master would accept his services 
and save him also. 


III 


This is addressed by Arürar of Naval, the father of Vanappkai, 
the Vanrontan as he describes himself to the Bhaktas, thus reveal- 


ing the great value the poet places on this cult of Tiruttontattokat. 


"You think and praise as it suits or as it pleases you — or 
according to your capacity”? — thus are the Bhaktas addressed and 
described (2, 3, 6, 7, 10). He begs all of them to come together 
and to come near Him (He hankers after their physical presence 
near him) and to tell him what the truth is (2, 3) — those Bhaktas 
who are of the gualities setting up the standard to be followed 
by others:—the guides. “I worship at your feet and praise you. 
Pray, bless me (with the truth — 10)* — thus he addresses them, 
in all humility, as his masters. “I may be cruel, I may be wicked. 


But Tama slave of His: my mind is always thinking of Him. 
Will He accept and save me?” (10)—that is his last query. He 
thus expresses with all humility describing himself a fool (6), 2 
cruel and wicked man (10). 


IV 


The graveyard (1, 7, 8), the skull (1, 2), the mat-lock (1, 2); 
the youthful form (1), the ear-ring (1), the bull (1, 2, 5, 7), the 
sacred ash (1, 3), the crescent moon (1, 5), the river and the 
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mat-lock (1), the serpent (2, 5, 7), the karantai flower (2), His 
form red like kuxri (3), the three eyes (4), the bath of milk and 
honey (4), the elephant’s skin (4), the kofukotti dance (5), the 
vind (5), the lordship of the Vēdas (5), the trident (7), the blue 
throat (7), the begging at every door (7), the city (8), His being 
beyond the reach of Vigņu and Brahma (8), the dance of eight 
arms (8), the scandals of Jains (9), the formless (10) — all these 
are lovingly referred to in terms of the Puranic mythology. 


V 


«Would He accept us as His servants, lovingly feeding us 
with alms?” (2). “Is He a beggar because He has nothing or is 
He so, though He has everything?” (3). “Further, is He that One 
who is the Great Aravar, the Dharmic ascetic renouncing every- 
thing?" (6). “Is He that One Good to those attached to Him?” 
(4). “Is He that One that is our Master full of His sovereignty?” 
(5). “Is He that One who understands and sympathizes with our 
sufferings?” (6). “Is He that One good to those praising Him?” 
(6). “Is He that One who takes to heart our words?" (6). 
‘Further, is He that One who saves us?” (2). “Speaking to us 
the truth and nothing but the truth, (6), is He that great One 
who has many a people to sing His praises?" (8) “Is He that 
One good to those attached to Him?" (8) — These interrogations 
give us specific features of the Lord as our poet has experienced 


Him. 
IV 


This is one of the Aymns in which there is a reference to the 
Jains. Our poet mentions their characteristic names with their 
peculiar endings: Namana Nandi. Karumá Viran and Darumacénan. 
They stand like hillocks with no clothes, without any sense of 


shame, uttering their mantras — Namo ..... with thenasal sounds 


predominating, which our poet caricatures as nāmaņa na nana nana 
ñonam” — The complaint against them is that they hurl abuses 


on the Lord. 
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CHAPTER XLIII 
TIRUNALLĀRU 
(Hymn 68) 


I 


Our poet begged of the followers in the previous hymn whe- 
ther the Lord would accept him. Of course he is sure from his 
own experience that the Lord would save him. The implication 
of a possible negative reply however lurks there. Love is recipro- 
cal and the contingency of a negative reply can only arise if the 
poet forgets the Lord. But can he? Has not he already exclaim- 
ed, “What shall I think of, forgetting Him?" (H. 57). Mind 
never forgets the happy things it has experienced and the Lord is 
the sweetest nectar. He has addressed the Lord as “Arā inna- 
mudu” (H. 27:7). But this conception enters the centre of his mind 
henceforth, and he repeats calling, “The Lord of WNallaru as 
*Amudu', to him a dog of a slave” (8). This is the burden of this 
hymn: *Naļļāranai Amudai nàyinén marantu en nināikkēnē?”*. In the 
last verse, our poet himselt gives the substance of this hymn in 
these terms — *'the great hymn of a garland of five and five ex- 
claiming, ‘What is there for us to be forgetting Siva?” ” (10). 


II 


Amudu is the zenith of his happy experience of the Lord and 
the various happy descriptions of his of the Lord are piled up one 
after another, before reaching this acme ofbliss. The descrip- 
tions are mostly as in the previous hymns, of the puranic forms of 
the Lord clearly revealing the fact about the poet’s mind at this 
stage, being blissfully immersed in the furāņic mythology as €x- 
pressing the message of his own experience — the gold form (1), 
the white sacred ash (1), the blue throat (1) (all forming a har: 
mony of colours), the Great Fire unknown to Visnu and Brahma 
(1), the flaying of the elephant (1), the bull (1), the konrai (2)> 
the bath in five fold fruits of the cow 
Mother (3, 8), the mat-lock (3), the saviour of the boy (Mark- 
kanda) (4), the destruction of Death (4), the feast of poison (4), 
the destruction of Kama (6), the eye in the forehead (6), the bless- 


(2), the company of the 
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ing showered on Arjuna (7), the Teacher of the Banyan Tree (7), 
the father of Subrahmanya (7), the vanquishment of Ravana and his 
redemption through his music (9). 


III 


Our poet gives expression to his personal experience of the 
Lord, sometimes as peculiar to. him, sometimes as the uni- 
versal experience of all the Bhaktas. The Lord is the Cit- fana, 
the Light and our poet experiences Him as the sprout of 
Jūāna (2), as the musician of the Vēdas (2), especially the Sama 
Vēda (1), as the Lord whose feet the Antanar full of the Védie lore 
and the Védic sacrifices worship (5), as the Pure flame of Light 
dispelling all darkness of words and their meanings (6). His 
supremacy is emphasized by such descriptions as this, “The Lord 
of the Sevenfold worlds" (2). This is experienced as such in the 
universal vision the poet sces. The Lord is the earth, the wind, 
the water, the fire and this vacant space (harmonizing all their 
contradictions into His unity). He is there, in all these as their 
very life and worth even as the very fragrance in a flower (3). 
God is the most precious thing, the best that could be desired or 
loved— the gem, the blotless gem (5),* the gold, the mountain of 
gold itself (6). This love is the greatest divine bliss. He is the 


sweet honey (3), the sweet fountain of nectar gushing forth 


from our tongue when we sing of His praises in the Kamaram 


tune (3). 


This Love makes us happy—giving us everything. He is the 
munificent patron— Vallal (9). He is the Karpaka tree (6). He 
is the All Powerful (1) — unique beyond any comparison (00) = 
the Lord of the immortals (3), but yet He cannot get away from 


the minds of those contemplating on Him (4). He removes the 


karmas of those praising Him (2). He is the Lord of the 


Vedas destroying the karmas of those bowing at His feet? (8)- 
He is searched everywhere and is never seen but yet He bas come 
easily within my reach — the poor me (5). At last God S A 
have accepted me as His servant and saved me by showing tis 


1. Masilamani (5) is a description of the Lord which our poet and Saivites 


are fond of. 


2. Vēdam means Brahma, 5 
Lord is the Creator who is Himself the destroyer of karma”, 


oxymoron, 


the Creator; this suggests the meaning "Our 
a good example of 
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wonderful title-deed (6). He is a great moral saint, Aravan (7), 
but yet He is the Lord patiently putting up with and forgiving all 
the crimes I had done (7). He is the envoy easily within my reach 
(8), the Lord who has blessed me with His friendship forgiving 
all my perverse acts (8). 


The name expressing all these beautiful thoughts is honoured 
as a mantra, i.6., Siva, a word which our poet repeats twice in this 


hymn (3, 10). The other popular name is Sambhu—the giver of 
Happiness (1). 


In this overflowing of the Heart, feasting on the mythological 
descriptions as expressions of his spiritual experience, the poet 
has no space available for a description of the Holy place except 
for referring to its ever expanding fragrance (7), being surrounded 
by the crowding gardens (10). 


IV 


Our poet describes himself as the father of Cinkati and Vanap- 
pakai and as belonging to Wāvalūr. He gives his proper name 
(dr)üram and the title Vanronta» which he had acquired as a 
Bhakta. “To those masters of this hymn who with melting heart 
can recite this, there is no death and exit or entrance into the 
world; any they will be easily getting themselves immersed in the 
flood of the divine Bliss"— this is the assurance our poet gives 
(10); for, that must have been his own experience whilst singing 
this kymn, whose characteristic feature may be epitomized in one 
word ‘Amudu’ (1-9). This emphasis differentiates this hymn from 
the hymn No. 57 which has the same refrain and paints out a higher 
spiritual development enjoying more the confidence in God. 
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CHAPTER XLIV 


TIRUKKATAVŪR MAYANAM 


(Hymn 53) 
I 


Asin the previous hymn, the Puránic lore occupies the central 
place in the heart of our poet. Here, the Lord stands as it were 
before our mind’s eye in a concrete form as enjoyed by our poet. 
The hymn is on the Lord of Tirukkaļavūr Mayāņam. Mayānam is a 
burning ghat and one wonders whether the temple here is a ‘Palli 
pata? (temple) of any great king. Kings, are Perumānafikal; Peri- 
aperumānatikaļ (Vv. 1-9) will signify the greater king, the God. 


II 


In consonance with the grave-yard where the temple is situ- 
ated, the Lord appears to us in this Aymn, surrounded by the army 
of Bhūtas (1), Pēy (3), Pāritam (5), with the begging bowl of 
a grinning skull (2), besmearing Himself with the dust of the 
graveyard (6) — all these clearly suggesting the Kāpāli going a- 
begging. Arūrar makes a specific mention of the ‘mayanam’ for 
the burden of every verse in this hymn is “Mayanattup periya peruman 
atikaļē”. The place, as attached to Kafavūr was known as Katavūr 
Mayanam. This is the name found in verses 1 and 5. In other 
verses except 8, Kataviir is mentioned as the chief place. In the 
verse 8 also there might have been such a mention. Pitar Happen 
mayānattu” might have been the original form instead eK Ser 
cataiyār mayanattu’, the latter reading was probably due to the influ- 
ence of the verses 9, 4 and 6 which have *Gatatyār mayanam. The n 
pattern of the sentence in every verse is ‘the great king of this) EM 
mayánam is the Lord of the various descriptions (known to tea 
that of Siva in the Purāņas). PEELE 


an Niva 
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bull along with the damsel, surrounded by the army of Bhūtas, 
the universal Lord of all — Visuu, Brahma Indra, Dévas, Nagas and 
the Tānavas (1). In the other verses reference is made to the 
other purāņic descriptions — the sacred thread (2), the singing of 
the Vēdas (2), and the three cities (2), the tiger’s skin (3), the 
eight arms (3), the begging (3), the ornament of serpents (5), the 
elephant skin (5), the tusk of the boar (5), the pendent of a nec- 
klace (tāli) of a tortoise (5), the loin cloth (6), the ear-ring (6), 
the young deer (9), the feast of poison (7), the vanquishment of 
Ravana (7), the gift to Arjuna (8), the battle axe (9), the destruc- 
tion of Daksa’s sacrifice (9) and the head of Brahma (2, 9), the gift 
of the discus to Visņu (9) and the preaching of Dharma (9). 


IV 


The Lord is called ‘Pacupatar’ (6) (See our remarks on this 
word given elsewhere). 


Describing the grave-yard, he is reminded of the sects of 
Pasupatas (6) and Mavratis (6), (the Mavratis wear a sacred thread 
of hair called patīcavati (6). Please see our description under the 
Kapali form). 

The Lord as the Saviour — an idea which is the message of 
our poet — is also lovingly referred to: He is the Lord of all, 
blessing all, without ever saying no (4). The whole world is His 
(7). But His city is Orriyūr and Ārūr (7). This statement is made 
in a jocular vein because the poet is punning on the word Orriyūr 
and drūr which in addition to their denoting the cities of those 
names, may also mean a city under mortgage and a city of some- 
one not known, respectively. (‘rir — literally meaning: Whose 
is the city?). He is the Lord of a thousand names (7), one who 
blessed His followers removing all their miseries (10). ‘ 


V 


The way of worshipping the Lord ; 
rd l 
tontar or the followers sing their so M o s 


ng in accompaniment to the 
dum m full of sound (4). We have Suggested very often that 
the Patam, Pey and Paritam ought to be identified with the 
Bhaktas or followers of God and after mentioning Toníars 
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in one verse (4), he refers to the Paritam (5) singing and dancing 
full of Bhakti, whilst the Lord stands before them as a mad man, 
mad in love with them going a-begging for their love and soul (5). 
The bath in the five-fold yields of the cow is also mentioned (9). 
Reference to the 1000 names of the Lord may suggest the idea 
of ‘sahasranama’,; worshipping the Lord showering flowers on His 
feet at the mention of every name out of these thousand names 
(7). The Brahmins or the Védic scholars also worship Him (2), 
the Brahmins of Kafavūr, where abound palatial residences (10). 
This mayānam is near Katavür and our poet calls this place Katavūr 
Mayānam (1, 5), whilst in other places, he calls Him also the Lord 
of Katavür (2, 3, 4, 6, 7, 9, 10). 


VI 


. The poet is happy in describing the purāņic personality of the 
Lord, the Lord revealing to him as such at the temple of Mayānam. 
Our poet says he has searched for the real greatness of the Lord 
and for the correct words expressing Him, and has given expres- 
sion to these in these good Tamil verses (10). The sins of the 
followers who sing this hymn or listen to this will be destroyed 
(10). Having enjoyed the description whilst singing this hymn 
and feeling purified of all forms of songs the poet assures his 
ieaders of the same experience (10). The poet has completely 
forgotten his individuality, so completely lost in bliss of the des- 
cription of the Lord, that he does not make any personal refer: 
ence to himself except in the last verse which usually gives his 
name. This hymn may be taken to belong to the age of his poli- 
tical greatness because he gives the proper name as Árüran Nampi, 
a period when he was thinking of his title of Nampi also as much 
a proper name as drūran (10). .- 
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CHAPTER XLV 
TIRUKKATAVŪR 
(Hymn 28) 

I 


In this hymn the poet becomes subjective. The same descrip- 
tion of the Lord as the Kapali and Bhiksatana of the grave yard 
still continues to occupy the central place. But the world before 
him, the world of his political influence with chiefs and kings who 
claim him as their companion, stands contrasted with this divine 
bliss (10). He enjoys repeating these descriptions and exclaims 
after the experience of this joy, “Ah; My Lord, my Nectar, Who 
is there as my help or prop except yourself?" — This is the burden 
of this Aymn. He has already explained God bestowing on Him 
His friendship. This is what our poet himself states in the last 
verse as the theme of this hymn, the interrogation being, “Can 
there be any other help or prop?” The bliss of the previous hymn 
and this hymn comes forth as the assertion, “Who is my com- 
panion except yourself?” The first two lines and a half in every 
verse describe the Lord; the second half of the third line ends in 
*«Katavūrtanuļ virattattu em” (1, 2, 5, 6, 7) or ‘‘Kataviirttiruviral- 
tattu’ (3, 8,9, 10) or "Katavūrtanuļ Vīrattānattu” (4). (As suggest- 
ed by one reading all these endings must have been originally of 
of one kind only, viz., '"Katavūr tanul virattattu em”). The fourth 
line ends with the words, “En Amutē ‘enakku ār tunai ni alātē”? 
except in 3; Gowers instead of “Ew Amutē” they begin with ‘“‘En- 
asās (3), “Arar Ceficataiyay” (8). The first word of these 
eae the emphatic relationship of the Lord to 

imself. is is the pattern of the sentence in every verse. 


TI 


The conception of Virattanam had been already referred toin 
our description of the Purāņic mythology. The fiba “iach 


1. 7: 68: 8. 
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nality is described in this Aymn in relation to the sacred ash (1), 
the trident (1), the Ganges (1), the konrai (1), the crescent 
moon (2), the beggar’s bowl of a Brahma Kapila (2), the blue 
throat (2, 4, 5), the exposition of Dharma (3), the destruction 
of Death (3), the deer (3), the elephant’s skin (4, 5), the gold 
form (4), the company of the Mother (4), the serpent (5), the 
graveyard (7), the ear ring (8), the tusk of the boar (8) and the 
invisibility of the Lord to Visņu and Brahma (9). 


III 


The poet gives expression to his subjective experience apart 
from the realization of these puranic truths. The Lord is “Sarva 
vida bandhu??—all kinds of relationships—the master (1), the 
Sovereign (2), his father (3), his brother (6), his Chief (5), the 
precious and rare one (7); the creator (9)—as mentioned through 
the emphatic beginning words of the 4th lines. In all the verses 
except for the words, “En Amute”, are found words connoting a 
conception of the Lord as experienced by our poet coming more 
and more to the forefront as we stand elsewhere. Therefore, in 
the two other verses (3, 8) also these words must have a place. 
In the third verse a reading may be suggested ""Entāy ennamutē” 
and in the eighth verse, it might have been “Arar ennamutē” 
(“The Lord of the River Ganges, my nectar or my nectar carrying 


the river). 


He gives more of his experience, «You entered into my soul— 
no delusion is this—and you have not till now known leaving 
me (5). “Iam your slave, O, my rich Light! O, Siva! (8)". I 
cannot decide and place my reliance on anybody other than your- 
self (8). You are unknown to Brahma and Visņu but yet you 
are the sweet fruit enjoyment for us (Payan —9) —Our Supreme 
Lord, the Supreme Light beyond everything (9)”. The trans- 
cendental and immanent principle as experienced by him is given 
expression to, “He is the earth, water, fire, space, air and all the 
elements evolving from these subtle categories (6). “He has 
further become the male and female and sexless beings and other 
forms of this world—the One who has thus assumed these 
forms (6). Yet He is (the gem) the apple of the eye (6). He 
is the beauty (Ēr) (10), and the all pervasive Lord (Irai 10) of 
the beautiful chief of Nāvalūr. 
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IV 
E Thinking of the Beauty of the Lord, our poet himself feels. 
E — He is beautiful—out of the feeling of communion. But he hastens 
É E to describe himself as the slave, the servant of His feet (10). 
i Enjoying the divine bliss all through this Aymn when describing 
d the Lord and being in communion with Him and the divine bliss. 


of the sphere of the Absolute beyond everything, he assures his 
readers of this Tamil] verse of this world that they will all be 
undergoing the same experience of the bliss of Paraloka—being in 
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CHAPTER XLVI 
TIRUVALAMPURAM 
(Hymn 72) 


I 


In this hymn (i), the holy place of natural beauty reminding 
one of God's Grace and greatness, (ii), the subjective experience 
of the poet and (Zi) the purāņic descriptions as objectifying his 
personal experience become unified and the joy of this harmony 
may be heard in the trot-like movement of these kal; verses almost 
echoing the natural and rhythmic movements of falling fruits and 
the waves of the sea, the rhythmic activities of the Lord of the 
Purāņas and the rhythmic beating of the joyful heart of the poet. 
The rhythmic song of this hymn makes Cekkilar describe this as 
‘Urai ūcai-t tiruppatikam’. The importance of Temple as the reser- 
voir on fountain of divine love has been pointed out. This hymn 
starts with all this in mind. 


II 


In the previous hymn the poet waking up in this world, affirm- 
ed that no one of this world could be relied for as help. In this 
hymn, the idea of the temple in which is enshrined the incarnation 
of the Lord as the beauty of the idol comes to his mind and he 
cries in joy, *Why a human companion for help! He is this piece 
of earth. Even an iota of this earth is enough—I have found and 
realized herein a refuge for me—me, who has been in search of 
an earthly companion and support in this place of the Lord (1), 
my Master (Atikal—3, 8). “This Valampuram, is His place; the 
place of One who is the One great light for all the eight points of 
the compass (10)”. Our poet must have experienced this in E 
universal vision. He is sweet to me. He is sweet to His (our?) 
people. Ah! He has been sweet to our mind all through the 
sevenfold births” (1). 


«His place—the place of the Lord of these gualities and acti- 
vities—is Valampuram" —this is the pattern of this lym PY 
verse ends in these words, "Itam. Valampurame” (with he ese 
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implied suggestion of an oxymoron, for ‘itam in addition to its 
meaning here, ‘place’, also means ‘left’, whilst the word ‘valam’ 
in the phrase ‘Valampuram’ means right. The three half lines pile 
up its descriptions or activities of the Lord. 


III 


The descriptions of the purāņic stories are epitomized forcibly 
in the swift moving short but telling phrases. The burning of the 
three cities (2), the garment of tree bark (2), the tiger skin (2), 
the skin of the vanquished Nara (Narasimha or Trivikrama) or the 
skin of the serpent (2), the beggar at every door (2), the Fire 
dance (2), the sacred ash (3), the fiery serpent (3), the strategy 
(5), the battle axe (5), the river bedecked mat-lock (3), the bull 
(8), the bull flag (3), the mountain bow (5), the elephant skin 
(6), the dance hall of the graveyard (7), the songs of dance (7), 
the company of the Mother (7) and the begging bowl of a skull 
(8)—are all referred to. 


IV (a) 


As expressed in the opening line itself, our poet who has been 
speaking of the feet of the Lord as his refuge, here speaks of this 
holy place—an iota of its good earth—as the future refuge; he 
speaks with the joy of a great discovery (1)..This hymn, therefore, 
is a hymn on Valampuram which becomes identified with the Lord. 
That is why the poet refers to the hymn in its last verse as his 
words on Valampuram, referring to himself before that great refuge 
as Vanroņtan, Oran of the rare Tamil, of the precious community. 
This community has to be interpreted as referring to the commu- 
nity of Saivite followers. That is how Vaisnavite commentators 
interpret the words, ‘Kulam tarum" used by josh Ālvār of the 
Pallava Age; this interpretation is based on the words of Periyālvār 


who speaks specifically of the Tontakkulam, the community of 
Bhaktas and the servants of the Lord. 


IV (b) 
This community, enjoys repeating times without number, the 
glories of God a repetition which appears to others as mad ‘salir 
bling —‘pittarral’-(11). Our poet in relation to the difficulty he 
felt in becoming a member of this community describes it as 
‘Arunkulam’ (11), the rare or previous NM But when 
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he sees the greatness of this group ever increasing in number and 
saving innumerable people of the world he describes it as Perun- 
kulam (11), or the Great Community, It is their greatnesss to 
recite this hymn to rave interminably and unconsciously in the 
delirium of divine love. (This is according to the reading ‘Perun- 
kulattavar kotu pitarral’. The other reading is ‘Perunkulattavarotu 
pitarra (11) when the meaning will be, “It is one's greatness to 
recite this along with the great community of Bhaktas’’). 


IV (c) 


Coming to speak of this ‘Tontakkulam’ as ‘Perunkulam’ and 
‘Arunkulam’, he describes the other community of the wordly 
people, who amass wealth and perform all charities and occupy 
this holy place as the sons born of the great community of the 
black sea, Perunkuti Vanikar as they are called, protecting and 
rearing, as such children of the sea, the ships coming laden with 
the wealth of foreign countries. These are the traders who enrich 
the place wherc Dévas reside (4) in search of God. This reminds 
one of the light house of ancient times—a light on the beach for 
showing the ships that the shore is nearby; the Lord is, therefore, 
described as the light for all eight points of the compass (10). 


IV (d) 

This place is on the beach — it must have been much nearer 
the sea than it is today. These waves come in rows in turn, one 
after the other — a kind a group dance competition (4). The 
waves of the wide expanse of sea dash against the place—remind- 
ing us of the stroke of the Lord’s Grace. The sandy dunes form- 
ing a bank as it were, is giving way (itikarai—9). These waves 
carry as a great burden the gems, pearls and corals and throw 
the sandy dunes on the beach (5). The sandy expanse reminds 
us of the dance hall of grave-yard with palmyra fruit falling 
down as though it were a drum placed so as to keep time with 
the dance (1). The waves dash rhythmically and perhaps with 
the same rhythm fall the fruits of curved but cool cocoanut and 
palmyra plants, where hum the bees to feast on their fragrant 
honeyed-juice (4). The palmyra fruits fall almost on the sea on 
the beach where this Valampuram is (1). The poet is catching the 
rhythm and expressing it in his verse as ‘catacata’ (9). It is not a 
mere sandy desert; it is full of paddy fields surrounded and 
beautified by gardens inviting the very waves — a beautiful 
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place, where, in the extensive fields, crowd the carps and where 
in the places interspersed with the afumpu creepers (6), the con- 
ches glowing bright with the waves of the seas are carried for 
their honey moon (6). 


"ituros k 


V 


Piem ur ko 
The hymn also refers to. the Jains as carrying a pot and 
eschewing flesh as vegetarians, They saw the blind Tanti Nayanar 
A Of the stick gaining his eyesight and fell at his victorious feet, 
ng their challenge.’ The Lord has this Tanti as his relation. 
'he Lord has become the light to this blind sage; Yes). He is 
: Light for the eight points of the compass (10). 
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CHAPTER XLVII 
TIRUVEŅKĀTU 
(Hymn 6) 


I 


In the previous hymn the poet sang the glory of the holy 
place itself as the glory of the Lord, experiencing the harmony 
of the purāņic Lord as shining within himself and within that 
place. The Purāņic lore establishes harmony amidst all contra- 
dictions through the love of the Lord, flowing out to save every 
one. In this hymn, he emphasizes the contradictions, to appre- 
ciate better the harmony. Our poet begs of the Lord to reveal 
the truth of these contradictory acts and appearances of His. 
This hymn is in the form of nine interrogations and each verse 
ends with the words, ‘‘Euné vēlai cal Venkatan nīrē”! — “©, Lord 
of Veņkātu, surrounded by the sea! Why have you done this?” 
The rémaining part of the verses describe the contradictory acts 
and appearances. 


II 


“The serpent is on your crown; but the tiger's skin is on 
your.waist. You pounced on the three cities to burn but blessed 
the three asuras then and there, Enraged, you flayed the man, 
(the lion man) but you where happy with him. You, the Lord, 
. go a-begging, you of the natural beauty, but carrying the dead 
skull. Why this? You of Vēņkatu, surrounded by the seas"! (1). 


“You have slighted your former form, i.e. of being in com- 
pany with the Mother, but you were happy with it. You refused 
to utter any word even unto the Dévas and discarded every one, 
but you were glad of them. You in the presence of the father 
Visnu, opened up your eyes and burnt down Kama, who came to 
destroy your tapas and you were glad of it. What is this victory? 
(For, it did not last long since you married the damsel falling a 
prey to her love)” (2). 


“Surrounded by the ghosts (paritam) you go with your damsel 
but with a loin cloth of an ascetic. Pray tell us the truth; Sir, 


T. 93 
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I am asking you only. You dance but ride on the bull, speaking 


of your greatness whilst begging. What is this?” (3). 


«You are the life of music; you have become the song itself. 
Bhaktas think of you; but you go and fill their heart even before 
that. (This is according to one reading *«Pattar cittar paravik- 
kontir. The other reading is ‘Pattar cittar paravikkontir! — “You 
praised the Bhaktas and Siddhas" — a topsy turvy act; for it is 
they who ought to praise). You are in their eyes and they con- 
template on you in their mind so that they may see you: You 
(the Beyond) became enshrined in this earth placing the crescent 
moon (on your crown). And yet you stand enshrined in the vast 


expanse of space to enable Lords of the Heaven to embrace and 
praise you. What is this?" (4). 


The Tontars serve you with flowers and pots of water. You 
choose one dance, perform it and sing a song and thus you bless 
them. Thus you are pleased with them. But you go to embrace 
the damsel keeping her always as one part of your body. (How 
to embrace her?). And yet forgetting all these loving servants 
and the loving damsel you commit the suicidal act of swallowing 
the poison and keeping it ever in your throat. What is this?"* (5). 


“In that hostile forest, the elephant came. You flayed its 
skin and yet as though in love with it you have covered yourself 
with its skin. You go a-begging (making love to those who give 
alms), in that inseparable company of the damsel and on the bull. 
What is this roaming about in all these contradictory ways? (6). 


“You dance for the sake of the loving ‘Tontars’ contemplat- 
ing on you, but you dance surrounded by Bhūtas. and yet the 
whole world praises you, Master Dancer! You are the righteous- 
ness; yet you are the eternal form of the music of the yal (Enl— 
the instrument of seven strings). Siddhas or freed souls surround 


you' whilst you roam reciting the Vēdas as though you were a 
student learning the Vedas. What is this?” (7) 


«Ah! The Lord of the mat-lock where mix all inimical things; 
the kuravu, the precious konrai, 


: | the negligible mattam, the crescent 
moon, and its enemy the se 


Tpent and the damsel jealous of 
these two. You have been contradictory J 


< 3 (*Viruttam" may also 
SATA a aj 3n age or learning or morality"). My 
Mord srempyeithe blemises inflicting me, who is contemplating 
on you (That the blemish should infict one, contemplating On 
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Him is itself a contradiction. That is why the prayer is for re- 
moving it at once). The damsel has been half of your body. 
Why frighten her by fighting with the elephant? What is 
this?" (8). 


“You are in Kacci exhibiting its palaces, (the capital of the 
Pallavas), whilst out of certainty and firmness, people contem- 
plate always on you and you reside in their hearts as the dancer 
singing in the forest. How is one to praise and worship you? 
Visnu and Brahma search for you and you exhibit the form of a 
fire impossible of approach. You roam about like this (full of 
contradictions). What is this?” (9). 


NI 


This hymn is a hymn of inquiry and our poet describes it as 
such in the last verse. Ārūran, Toutan and slave of Ttrunāvalūr 
has asked “the Creator and Lord of contradictions, out of love, 
these queries". The answer also is implied in the interrogations. 
It is the great truth of the harmony of the Lord’s love resolving 
all contradictions. Those who are capable of reciting these ten 
verses, of the garland of interrogations, in the way in which the 
truths are made clear therein are according to the upright — the 
perfect—the denizens of the Heaven of Bliss (The forest is really 
the heart as explained in our discussion of the Dance of Siva) 


(10). 
IV 


Apart from the puramic stories, here we have some references 
to the methods of worship. The distinction between Pattar and 
Cittar we had already noticed. Worshipping the Lord with water 
and flowers is emphasized (5). ‘Contemplation by the Bhaktas 
on Him is referred to more than once (4, 7, 9) and the Lord 
dances therein, their heart. The song, music and dance are also 
ways of worshipping Him. He is the very form of the song and 
the very life of music, the eternal form of the music of the yal 
of seven strings—or seven svaras. He is impossible to be reached 
— except through self:surrender, never through egotism and 
efforts of self conceit. 
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CHAPTER XLVIII 
TIRUNANIPALLI 
(Hymn 97) 

I 


Contradictions find solution in the love of the Lord. If the 
Absolute is everything, it cannot be otherwise. But this itself 
makes one despair of understanding fully or reaching the Lord. 
Before any such despair could spring, our poet sees the temple 
of Navipalli — where, the unapproachable has come to approach 
us. He is nearer there in that incarnation of beauty than any- 
where else. The poet in this hymn emphasizes our Lord being 
beyond knowledge or thought (1, 3), beyond the reach of any 
one (5), the most subtle (8). “Wannum ur Nanipalliyatë” — “The 
place He reaches is Nanipalli.”” **Nanmum wr Nanipalliyatē” is the 
refrain of this hymn. The interrogations about the contradictions. 
themselves suggested that these were resolved in his love and in 
this hymn the poet shows that love taking concrete form at Vani- 
palli where He rushes to save us. The poet, therefore, to throw 
this concrete approachability of the Lord into bolder relief, des- 


cribes by way of contrast the unapproachable aspects of the 
Lord, 


II 


The purāņic references help him here as well. He is the Light 
unknown to Brahma and Visņu (1). He is the learned author of 
the Vedas (1, 6) — the wearer of the sacred thread (6) and the 
Lord of that distant world (1). He is possessed of the vast space 
but He is the beggar possessing only a skull and a loin cloth (4). 
He is the powerful destroyer of the three cities 


er 
of the sacrifice of Daksa (5), (2), the destroy 


i f l and the conqueror of Ravana (8) 
adorning Himself with the boar's tusk and the shell of the tortoise 


(9). the munificent Patron giving the discus of his creation to 
Visnu (5), and blessing the great Pārtha or Arjuna (6) 


TII 


Apart from the purāņic stories, there are 
cations which our poet suggests, 


philosophical impli- 
The Lord is the Beginning (1)- 
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He has given the extensive Vēdas full of all the words and their 
meaning (through which we could approach Him) (1). He has 
no relatives of His — no father or mother — but all the living 
beings of this world are his kith and kin (2). He is their father 
(1) — our Lord. He is perfect, without any defect (2), the Great 
and the Big, beyond the thoughts of our mind (3). But He becomes 
an atom, and contracted in the form of a fire.spark he enters the 
body of flesh (3) — He is the Lord of the graveyard (4). But this 
country of the seven mountains surrounded by the seas is His 
(4) — He is our great man but of the form of a spark (or, a tail 
of a barley as the Upanisad will say) (3). He is the Lord entering 
the heart and then He expands all through (3). Hc is seated glori- 
ously in the five-fold yields of the cow (in which the Bhaktas 
worship Him) (3). Ah! He is our patron. (1). Therefore, He is 
after all the wealth of mine (3). The poet speaks like a child — 


the speech of the nursery JVánufai mātu — the child which has not * 


distinguished ‘I and my’ ‘a and ‘Ex’. It is impossible to 
reach Him but He reaches his place and this is Nanipalli (5). He 
is the purest but He is a lover (Viruppan — 6). He is our Lord 
(6). He is the most subtle principle but He is the rare and glori- 
ous medicine of nectar, all through our sevenfold births, one who 
removes our diseases and fetters — removing them in a subtle 
way (8). He is our patron blessing us (8). He is the Lord of Grace 
and mercy which shine with lustre and glory, as the karma of 
those contemplating on Him is erased and destroyed (8). He is 
beyond our mind (3) but yet He is the Lord who blessed that 
day that great Nana Campantar with juanam or true knowledge, 
there at Kali of no defects (9). Nāna Campantar is the leader of 
Ariirar’s school of thought as we had pointed out elsewhere. 


The Lord is time (10). His favourite day is Ātirai (Ardra) 
(1), the star of dance visible to our eyes. Our poet, tbe Ūran of 
the cool Nāvalūr contemplates all through his time every nālikai 
of it (nalikai is 24 minutes) on this JVamipalli, the reservoir of 
God's love and on this beautiful form which the Lord has assumed 
there, for it is the Temple (Urai kēil) where He resides with His 
form (7). 


IV 


Our poet gives expression to that bliss of contemplation in 
this garland of a hymn. When we think of this overflowing of His 
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love — overflowing only to reach us and save us, who could think 
of this world and its miseries? Our poet forgets at once this 
world and we are transported to the pure sphere of Higher 
Heavens of good and immense bliss, to stand dedicated to Tapas 
and Service in that sphere. Our poet assures that those who 
value his hymn high and recite it, will experience this higher 
spiritual life of divine bliss and service (10). 


V 


The holy place is also described in one place. He is very near 
all. Itis the Tiru Nawipalli — the holy or wealthy or beautiful 
city. It is the place where Antaņars rear up everywhere, the 
sacred three fires, (7) and through them the Védic sacrifices as 
well as the Vēdas and their six angas (adjuncts of Védic know- 
ledge, etc.) (7). But it is not unapproachable to lower beings — 


- the red carps, the tiny fish — rush into the fields of that divine 


city. (7) (Otiyan is a peculiar form — (1) ). 
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CHAPTER XLIX 
TIRUNINRIYŪR 
(Hymn 65) 

I 


In the previous hymns, the memory of the great Bhaktas of 
Tamil Land whom the Lord blessed with His Love, has been 
growing in force and emphasis:— ef. Taņti Atikaļ in hymn 
No. 72: 10 and Nana Campantar in hymn No. 97: 9. The lives of 
these great men give the best illustrations of the Lord’s love—an 
effective answer for all the searchings of our heart and brain. 
The greatest message of Nampi Ārūrar is that this love of the 
Lord is there to save every human being — even the sinners and 
the lowest of the low. The worst sinners are the first concern of 
the Lord. ; 


II (a) 


Human beings alone are sometimes considered by most of 


the philosophers, as capable of salvation. But the folklore looks 
upon every living being even the insects and the plants as speak- 
ing a divine language of their own praising the Lord and reaching 
His feet. The philosophy of the man in the street, appeals to our 
poet and he narrates further the stories of the purāņas which, 
because of this message had appealed to him, almost effecting a 
conversion of his heart, inspiring it to take refuge in the feet of 
God with confidence that divine love which saved so many will 
not leave him in the lurch. The insect of a spider served the 
Lord in its own way — putting up a canopy of a cobweb what 
others will laugh at. But the Lord realized as only He could and 
conferred on its next birth as Ko-c-cenkana#, munificence and an 
empire of great power and skill. This is the story of the Cola 
King Koccenkanan. ‘‘This word of mouth, describing this story I 
have heard and I have taken refuge in your feet” (1). 


II (b) 


Not only the insect but the animals were also saved. “The 
cow waking up before the rays of sun, (or before the rise of the 
sun — the great flame), carrying its milking vessels of its udders, 
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bathed you raining the milk and thus followed your feet. I heard 
this word of mouth-history and got it firmly implanted in my 
heart. I praised you and contemplated on you. Thus breaking 
away from my fetters, O, the Supreme, I took refuge in your 
feet” (4). : 

“The elephant of the four tusks shook (in fright on his ene- 
mies). But as soon as it praised your feet of goodness or beauty, 
(not only was its fear removed but also) it was blessed with the 
unique greatness and grandeur of the Heavens. I heard of this 
characteristic feature of yours and took refuge in your feet of 
gold” (7). 

II (c) 

“Is that all?—All the beings were saved —even the cruel and 
wicked beings doing harm. The vision is of the silent Teacher 
under the banyan tree expounding the Aram or Dharma as Pacu- 
pati surrounded by all the living beings —the concentrated ēgis, 
the Kinnaras, the tiger, the biting serpent, the uncontrollable lion, 
the blotless ascetics—all those that had done harm one way or 
the other" (6). 

Il (d) 

(The lion, the tiger and the serpent are harmful; Katupottar 
are sometimes spoken of as Raksasas; Kinnaras are potentially 
harmful with their power used against their enemies; the asce- 
tics are harmful with their powers of curse; (but there is no 
story of their using this power. It may be that their father Brahma 
the Oreator, was disappointed at their complete renunciation— 
thus proving harmful to him). It is the delay caused by this 
exposition of the Teacher to this group that withheld the Lord 
from the Mother thereby making the whole world fruitlessin that 
way; the whole of this group may be taken to have done this harm 
ful act. ‘‘Etam ceytavar" is how the beginning words of the third 
line of verse No. 6 should be read, because this gives the line 
ibe beauty of alliteration; Whilst if it is read as **Vzdam ceytavar”” 

those who have given the Vēdas, this beauty is spoiled and the 
resulting meaning is also Wrong; for they are not the authors of 
the Vēdas. The reading adopte : 


d by us makes the message of 
Ārūrar very clea 


r—the message of Ārūrar which he has expressed 
elsewhere that the Lord blesses us even when we commit faults: 


Is it not the sinner going powerless, do RE. 

ewnih that 
deserves all the help and love of the Lorijs Tuo a LPA in 
the term ‘Etam ceytavar’ is also interpreted by some as goodness. 
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II (e): 


Some of the saints whose lives at first sight appear to be 
swerving from the right path (as hé had mentioned— Hymn 55: 4) 
come to our poet's.mind— Candi, cutting the feet of the father and 
being blessed with beautiful garments, ornaments, garlands and 
food of the Lord, Tirundvukkaraiyar, an erstwhile heretic singing 
his seven hundred, comparable only to themselves, and Kannappar 
carrying the cruel arrow—‘“‘Hankering after the swect Grace of 
your love which these have received, I have taken refuge" (2). 


. *Parasurāma of the Purāņic fame wreaking his vengeance on 
21 generations of kings held aloft the befitting water vessels of 
gold and gems and gave away 360 vel? lands and 300 Védic scho- 
lars, stating that this ever growing city of Winriyūr is yours. You 
have showed him your feet. I have realized this rule of yours— 
showering blessings on the erstwhile sinners once they approach 
with the converted mind. I have taken refuge in you” (3). 


The greatest blessing conferred on Agastyar comes to our 
poet’s mind along with the mercy showed to Indra. ‘‘Indra came 
and worshipped. You were pleased and you blessed him saying, 
‘You do rule the Heavens’. At the three points of the day—morn- 
ing, midday and evening—establishing the immobile liga of the 
Lord and creating for the Lord this form, Agastya worshipped and 
fell at your feet. You blessed him with the permanent residence 
at. Tiruppotiyil beautified by the invaluable gems falling out from 
the water-falls, Realizing this great wealth of your blessing, 1 
have taken refuge in you” (5). 


III 


Unfortunately we have only seven verses left of this hymn. 
The poet describes this Holy place. Like all great men and 
poets, he is fond of the children even as the Lord is fond of the 
. Spiritual weaklings. The river of gold— Kaviri in its flood thrusts 
aside many gems while the many teams of children, going about 
in the midst of their games, gather these in the streets, in the 
raised platforms and the front yard of their houses (1). The city 
gives away these pearls levelled up equally with pure gold (4). It 
is the city of wealth where abides the goddess of wealth seated 
on the cool and red commodious lotus (5). 


It is also a city of learning and worship and beauty, It is 
a city of that wealth worshipped by Cittar, Vanavar and Tanavar— 
T. 94 
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all the varieties of supernatural beings (3). It is the city where 
the perfect fame of the righteous Vedic scholars shines all round 
the world (6). The damsels of crescent like forehead, glisten 
and move in every palace and tower, like the pea-hen, the young 
ones of the deer and the parrot reminding these respectively with 
their beautiful tresses of hair, with their darting eyes and with 
their sweet speech (7). They speak words of Tamilian love and 
the parrots learn them—these beautiful Tamil full of the theme of 
love (2). That is the wealth of the city of the dancing of women, 
Brahmins, children and parrots and angels—all forming the 
Democracy of the divine community consisting of Agastya Tirna- 
vukkaracar, Kannappar, Kocceenkanan, Campantar, insects, tigers, lions, 
Kinnaras, saints, elephants, cows and parrots. 
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CHAPTER L 
TIRUNINRIYŪR 
(Hymn 19) 


I 


This hymn is not mentioned in Periyapurāņam. We have 
suggested that this hymn may belong to Tiruninravūr of Pūcalār. 
The pattern of the stanzas is like that of hymn No. 72. Unlike 
the swift moving trot of that hymn (72) this hymn is in a longer 
metre which can be scanned as a ‘Kattalaikkalitturai’ of modern 
times, moving like the dignified march of the horse in a royal 
procession, a slow and steady march of four short steps (metrical 
feet) and a longer step (metrical foot) — a uniformity which is 
not always observed in a Kattalaikkalitturai. Therefore, in this 
metre we have room for more. words; instead of *Itam Valampu- 
ramë’ in the former hymn (72), we have here, 'Ttamavatu nam Tiru- 
ninriyūrē” (l, 2, 5, 8), or “Stamam Tiruninriyūrē” (4, 6, 7, 9). 
There are some variations for example in verse 3, *Ztamvaļa malku- 
punal cenkayal payam vayal poliyum Tiru ninriyūre and in (10), ‘Or 
Tiru ninriyūrē. 

The cataract-like speed of the previous hymn (42) changes 
here; the metre here flows like a slow moving useful river, reveal- 
ing a greater repose, more like a message to the world thana 
subjective exclamation. There are less of endstopped lines, the 
idea flowing with emphasis flowing from one line into the next. 
Otherwise what we have stated with reference to the other hymn 
applies to this hymn. 

II 


The puranic descriptions of the company of the Mother (1), 
the destruction of the three cities (1), the shrine of konrai (2), 
the sacred ash (2), the trident (3), the feast of poison (3), the 
love of the sadangas and music and books, the Lordship of the 
Vedas (4), the bull (4), the Ganges (4), the serpent (6), the 
garment of tiger’s skin (6), the covering of elephant’s skin (6), 
Brahma Kapāla (6), the begging (7), the eight mat-locks (7), the 
dance (7), the conquest of Death (8), and the worship by Brahma, 
Visnu and Indra are all referred to (9). 
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III 


The relationship of the Lord: to his Bhaktas stands foremost 
in the mind of the poet. He is throughly theirs. Many love 
Him as the Supreme of the Supreme (1). He does not come near 
the deceitful minds (5). He has accepted as His permanent 
abode, the minds or those taking refuge in Him (5). Has not 
the poet told us in the previous hymn (65) that he has taken 
refuge in Him? His lovers of cool and equipoised mind revel in 
the surrender of their six passions and in their worship with 
flowers and He loves their worship (8). They think with their 
mind and out of the fullness of the heart, their mouth is full of 
Him (10). He is ever on their tongue. To them He is purer than 
the rare tapas or a sacrifice (10). He is far away from those who 
had gone away from Him and near unto those who are dedicated 
to His feet (10). Heis the great fame. He is the auspicious 
(10), good of goodness or Siva (11). He is fond of the acts and 
the conduct of those who love His feet (5). The references here 
reveal to us the mode ;of worship with music (4, 8), Vēdas (4) 
and Books (4) flower (8) and mantras (9), sacred ash (10) and the 


five fruits of the cow (5), suppressing the six passions and taking 
refuge in Him (8). Fame comes to these Tontars (11). 


IV 


There is also a personal reference. We had often referred to 
Campantar as the leader of Ararar's school of Saivism.* In this 
hymn occur the words ‘‘Pukalinnakar porrum em punniyattàr nēcattinal 
ennai alum koņtār” (2). It is usually interpreted as referring to 
the Lord as the virtuous Being honouring the city of Pukali and 
as the great Lord saving the poet out of love. *Pukali” was the 
birth place of Gampantar. The virtuous being, honouring or wor- 
shipping at Pukali may be interpreted as referring to Campantar. 


The next part of the verse will then mean that out of His love 
for Campantar the Lord had saved Ārūrar. 


V 


n Lord is here to save all. He is the Lord of this country 
surroun ed by the long and wide expanse of the sea (3) remind- 
ing us of Arirar’s description of thee ; e 


: mpire of Kalarcinkan.? The 
Lord loves all the eight points of the Šābis UM Time 
and the Sun (a measurer of time) (9 ai i 


). 


2. 7: 39: 9, 


1. 7: 39: 5. 
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VI 


Tirunimriyür or Tirunivravir is a Heaven on earth (It is 
Sivagati— 11) —with the waters of increasing fertility, the kayal fish 
rushing to the fields—the poet has not more to say (3). It is 
a place where the activities of the famous Tontars never cease (11). 
Having experienced the place as Sivagati, our poet assures 
the readers that those who are masters of this hymn will be in 
communion with the Lord, worshipped by this Earth and 
the Heaven (11). 
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CHAPTER LI 
TIRU NITUR 
(Hymn 56) 

I 


The subjective experience becomes objectified as a message 
pointing out the holy place of our refuge. This hymn continues it 
to the next stage of emphasizing the worship which is another 
name for taking refuge in the Lord, *Is it proper or possible to 
leave Him without falling at His feet?" —'*Paniyavitalàme?"' — this 
is the refrain of this hymn. 


II 


The poet himself states that this is a garland of a hymn of 
his loving cry to the Lord, a cry of his heart, loving to see the 
feet of his patron and fall at His feet (11). As usual, we can 
take the assurance he gives the readers of the hymn as an ex- 


pression of his experience whilst singing this hymn (11). The 


Lord has become enshrined here for us all. Those who could 


bow down before Him enshrined in every city of this world are 


certain of becoming His Bhaktas and sure of attaining salva- 
tion (11). . 


III 


In keeping with the progressive objectification pointed out, 
the poet describes the natural beauty of this holy place as well, 
unlike in the previous two hymns. The holy place offers a feast 
to our five senses—a divine feast inamuch as the scenery is 4 
divine vision leading us to the Lord and to His mercy objectified 
īn that Scenery instead of the five senses misleading us into tbe 
temptations of the world. The fertility of the place full of waters 
in the fields (promising a sweet feast of paddy) attracts our atten- 


tion as much as the rich and fruitful Grace of the Lord (1). 
'The fields circumambulate the place as it were 
bringing to our memory the blocks of sugar- : 
full of juice all round this place, a 

„a great feast for taste and 
our tongues (7). In these fields of water—so tem a s all to 
bathe, a feast to our tactual senses—bathe and RUM E ien and 


The sugarcanes; 
candy, grow tall and 
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jump the fish in all joy—ah! the waters themselves dance in this 
city of great Dance Master (3). There is a feast to the eyes and 
to the ears—a feast of art full of spiritual value to our imagina- 
tion. The hall of dance and concert is the garden with the over- 
hanging clouds. The koels sing and cry and by their side the 
glorious peacocks dance with the swans—all these movements of 
the dance ending slowly in the ripples of the water (4). Punnai 
and mātavi shoot out their flowers (2). When all light ceases and 
it is all dark, then also shines the glory of the Lord (3); the jas- 
mine blooms in the quiet of the night spreading out its all perva- 
sive swect fragrance all round the place a feast to a most primi- 
tive sense of the nose (10). 


IV 


The purānic stories also come in, harmonized with this colour- 
ful and rich nature—the white bull (1), the vertical eye in the 
forehead (1), the blue throat (1), the mat-lock with the crescent 
(2), the trident (3), the fire in the hand (7), the Katvanga (7), the 
elephant’s skin (10), the dance and the song of the forest (6), the 
Vedas (4), the conquest of Death (6), the game of hide and seek 
played with Visnu and Brahma (6) and the hunter coming to bless 
Arjuna (2) and the Lord of the Trinity (5). 


V 


Our poet gives expression to his own experience of the Lord. 
*He is the Supreme beyond everything" (5), “the Great Dancer" 
(6), “the King” (8), “the Beautiful" (10), “the All Power- 
ful” (11). “Heis the Lord whom even I love” (10). “He is 
our patron whom we every day honour and love” (3). "He is 
so happy with His followers" (10). “He makes us receive His 
Grace devoid of all miseries” (3). Our poet gives expression to 
his experience in the form of universal truth about the Lord. 
“The Lord is the purest” (11). “He is devoid of all blots or 
faults who has renounced completely the five sensations", an idea 
which Kuraļ also emphasizes (5), as “Porivayil aintavittan". “He 
is so sweet to speak about, He with His thousands of names” (11). 
“He is sweeter than the education we have received” (5). “He 
is fond of Nitūr, for blessing us all therein" (11). “He removes 
all our miseries and saves us all” (10). “He is the sweetest and . 
the most blissful removing all our afflictions—the destroyer of all 
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the chronic and ancient karmas?” (8). “He is the Lord of indes: 
tructable great fame" (7). “He is the nectar unto those who 
take refuge in Him” (10). “He is near unto those who are good 
(or, an ornament to them)” (10), ‘‘indifferent unto those who are 
indifferent unto Him" (2). “He is difficult to approach to the 
egotists but easy of reach to those whose conscience is clear and 
to those who hanker after Him for a sight of His" (5). "He is 
the path of purity” (4), "He who, shows us well the Path" (3). 
“Tf the followers become faultless He grants them a communion 
with Him” (5). “He is all in all and All Powerful bringing the 
diseases so that the egotists’ soul may through that experience of 
diseases fall down exhausted to take refuge in Him, when He at 
once will destroy their chronic Karmas’’ (8). “Yes! He is the 
Creator of this body and all the illusions" (8). “He creates us 
all, not to become fettered” (8). “He is the Creation and Des- 
truction” (4). “He becomes the Powerful wind and the Fire to 
destroy the world, to give it rest" (8). “It is again He, who 
destroys the delusions of the mind and who shines as the great 
intelligence within our mind”, (8) “removing all our attachments 


and our SnD relationships inspiring us to ine of this praise and 
dance in joy" (6). 
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CHAPTER LII 
TIRUKKOLAKKA 
(Hymn 62) 


I 


This is a Aymn describing, according to Cékkilar, the vision 
our poet had at this holy place of Tirukkolakka, probably because 
every verse herein ends with the words, *I have seen the Lord at 
Kēlakkā”” even as our poet has described his vision of ‘“‘Kalumalam’” 
or *Gikali" by standing **Kalumala valanakark kantukontené” (H. 58). 
It is thus clear Gekkilár considers this hymn as of great importance. 
If it is a description of a vision, this hymn must be taken to be 
expressing our poet's experience of God as confirming the esoteric 
message of the Purāņas. 


“The Lord is the great prop to those who fall at His feet, 
this Lord of the elements (or, the souls), One who has become 
so easy of reach unto our poet. He is the Lord adorning Himself 
with the serpents of the anthills — so easy of reach to them, but 
He is impossible of approach to the rest as we see Him destroy- 
ing the three cities" — This is the substance of the first verse 
showing us how the poet who feels his own subjective experience 
ofthe Lord confirms the truths of the Purāņas. It is in these 
terms the other verses also have to be interpreted. 


II 


The Mother's company (2), the crescent moon on the mat- 
lock (2), the shawl of an elephant's skin (2), the garment of the 
tiger’s skin (3), the three eyes (3), the Lordship over the eternals 
(4), the great Dzvas (4), the fatherhood over Kumara (4), the 
hidden Ganges (4), the bull (6), the form of fire (6), the conquest 
of Death on behalf of Markkandéya (6), the begging with the 
Brahma kapāla (7), the konrai (7), the dance with the bhatas (8), 
the crushing down of Ravaya and bestowing gifts because of his 
song (9), becoming invisible to Brahma and Visnu (9) — are all 
mentioned in this hymn. 

T. 95 
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III 
«He is the Lord of the bhūtas (1), the great and pure prop 

to His followers easy of reach unto me, as the great destroyer of 
sins, though imposible of approach to others" (1). “He is all 
knowledge of the books, the Vēdas and the angas which are His 
forms” (2), “He is the music of poetry" (3). “He is sweet as 
the love of the heart of Bhaktas"' (8). “He shines in the acts of 
the Dēvas of the world (Brahmins), our Lord, the Lord of mine, 
His servant” (3). **He is pleased to save me and accept me with 
confidence as His servant” (4). “The great Siva" (4), “the rich 
honey" (4), *He, who came that day in the presence of the 
people of this wide world to accept me as His servant after pro- 
ducing the deed of slavery, only to disappear all of a sudden at 
Tiruveņņeinallūr” (5), “that great bunch of pearls" (5), *He who 
had decided to confer salvation" (5). “He stands as wind, the 
fire and water, the great transcendent principle, the meaning and 
significance of all perfect arts and knowledge" (6), “the great 
flame shining like a great light” (7), "the very idea of the mind”” 
(8), “He, who has become the head, the eye, the mouth, the 
ear, the nose and the whole body to remove, as my Lord, all the 
cruel karmas” (9). ‘He is the Lord whose characteristic feature 
it is to sympathize with the song of Nara Campantar who spread 
" Tamil every day through his sweet music and to bless him with 

the cymbal in the presence of the people of this world" (8) — 

That is how our poet is describing the Lord of the vision empha- 

sizing thus the Lord's Grace to the Bhaktas, His form of know- 

ledge, His form of poetry and music, His omnipresence, all in- 
74 tended © cure us of our chronic karma and to confer salvation. 
Our poet's experience as usual is thus expressed as a subjective 
fact and objective truth. 

IV 


hi Ounce: again as usual emphazies the bliss of the Lord as 
SSS T nee ofhoney (4), as something precious 25 


the bunch of pearls (5). This hol : "miss 
a cences of his leader Nana DOE EN Me er 


incident of Campantar getting t = 
also describes how he had pes bed Sg d uer 
He is reminded of the Tillai dance (4), of the great temple of 
UR (8); where our poet prayed for the loratan 1 f Sitat 
porting the grains (H. 20) and of Venneinallū elp to 

saved (5). ūr where our poet was 


our poet describes the 
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Šiva is the name of the Lord which Saivites cherish in their 


heart and our poet mentions that word in this hymn (4). Above” 


all, our poet describes the Lord as the most precious gem of a 
master or Guru (4). 


V 


Our poet suggests here as elsewhere the worship of Lord 
through Vēdic mantras and rites (2), through music (3), through 
dance (3, 4, 8), through art (6) and through the realization of 
God everywhere in the universe (8, 9) and inside the temple (8). 
The Bhaktas are described by our poet as embodiments of truth, 
honour and poetry (10) — these belong to the beautiful commu- 
nity of Bhaktas — an idea which we often compared with what 
Periyālvār calls as ** Tontakkulam'. Our poet speaks of the path he 
has followed in this hymn as that path which is already known to 
the people as the path of love wherein the whole world out of 
love stands with His heart melting in sympathy and love (10). 


VI 


In this hymn, the poet has emphazised the bliss, the precious 
beauty of light and love of the great divine dance (7). Having 
experienced the Lord thus, our poet assures his readers that they 
will reach the goal of the great Dancer of the forest (burning- 
ghat) as their own city. (10). 


VII 


The beauty of the place fits in with the harmony of divine 
Grace. It is a place where flock the people of this world and 
the other from the Heavens (2). It is Kēlakkā, the beautiful spot, 
sweet with the fragrance of the kurā flower of the gardens where 
go in procession as it were the pollen dust (2). Itis a place of 
rich fields full of water in the tanks (3) — this most beautiful 
place of fields where jump and frisk about the monkeys (9). 
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CHAPTER LIII 
TIRUKKURUKĀVŪR 
(Hymn 29) 

I 


This is the hymn on Kurukāvūr where the temple is called 
Vellatai (10). This is an outpouring of the poet’s heart. The 
hymn is so surcharged with personal emotion that there is not any ` 
reference to the puránic description of the Lord except to the Lord's 
going a-begging with the skull (3), besmearing Himself with the 
white ash (5), and adorning Himself with the kovrai (5) to dance 


on the burning għat in the midnight (3) — a conception that 
appeals to the heart of our poet. 


In the last verse the poet speaks of the Lord as residing at 
Kurukāvūr Vellatai (10). In the other nine verses, he seems to be 
identifying the holy place with the Lord Himself — 'Kurukāvūr 
Vellatai nī anrtē” which is the burden of this hymn. Of course, it is 
possible to interpret this phrase **Vellatai nī anrē”” so as to mean 
“Are you not of this place Veļļatai?”. 


II 
i He looks upon this holy place as a place in the very Heavens 
“Vinnitat-k kurukāvūr” — “Kurukavir within the Heavens” (6). 


The kayal fish rush into the ponds, and in the tanks, whose every 
sluice, the various kinds of water flowers kāvi, kuvaļai, lotus and 
cenkalunir are fond of (2). This idea of the flowers hankering 
after the holy place is again repeated — the water lilies and jas- 
mine are fond of the tank of budding flowers (5). The beautiful 
and shining blue lily grows high in the pond of flowers. In har- 
mony with this beauty, shines the young swan of beautiful gait. 


This becomes the great truth of the hol i 
: : — its 4). 
It is the beautiful place of shinin m ds bey (9 


li 
gardens full of fertility (10). g light surrounded by fields and 


NI 
His own personal experie 
3 nce of the L ; Si 
ed with reference to his particular y ord as usual is express 


1slon as well, as in general as 
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universal truths, true of all Bhaktas. ‘‘Ah!. My Lord! I have not 
understood this—your becoming all this to me. All others speak 
of you as a mad man. You are the precious pearl, the gem of 
carbuncle" (1). (We have already noticed our poet's partiality 
for manikkam, the carbuncle), ‘‘You have protected my soul from 
getting lost; you have accepted me as your servant and saved me" 
(2). “You have saved me from fever and all other diseases" (4). 
“You have saved me from the coming scandals" (5). “You could 
not bear my mortal pains and you have come in to save me; if 
the servants of the Lord of Death come in to inflict pains I know 
of none but you” (7). “Even if it comes to a question of death, 
you have saved me, you, my king, from all such miseries” (7). 
“Even if the angry, noisy and powerful servants of the Lord of 
Death come to confuse me and make me perturbed, you will pre- 
vent all those cruel miseries inflicting me” (8). 


IV 


Coming to the general statements or universal truths, which 
are, after all, another way of expressing his own subjective feel- 
ings, the poet speaks of the Lord as appeasing the hunger of those 
who sing of Him and of curing all the diseases of all those 
who praise Him (3). “The Lord is there at Kurukāvūr for pre- 
venting mental distress rushing on His followers in this world” 
(6). “He removes the darkness, confusion or delusion in the 
minds of His followers who never go astray, or who never get 
perturbed” (8). **You, my Lord, make us your servants without 
our going to fall at the feet of many” (9). Youroam about wear- 
ing the skin whilst you make us adorn ourselves with silk and 
gold”. (9). "You allow others to get themselves ruined releasing 
them thoroughly from your golden feet devoid of all evils” 
(others have taken this ‘vituvippay’ to mean release me thoroughly 
to get attached to your golden feet) (9). 

You are like the Tamil song in musie compositions; you are 
like the sweet taste in the fruits; you are like the apple of the 
eye; you are like a flame in the midst of dense darkness?” (6). 

V 

The descriptions of the personal experience of the poet sug- 
gest that our poet escaped, thanks to his reliance on the Lord, 
mental and physical afflictions following undeserved political vili- 
fication. Or, these descriptions should be taken as of troubles, 
diseases and scandals overtaking ordinary men in general. 
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Periyapurāņam speaks of this hymn having been sung when 
the Lord come as a Brahmin to feed our hungry and thirsty poet, 
on his way to Tirukkurukāvūr. But more than this is meant in 
this hymn as suggested by us. Our poet has sung this hymn when 
God has saved him from all the afflictions and when the troubled 
heart has become cool and calm. Campantar gives a secret of his 
poetry that he sings of the Lord when his mind is calm 
and cool — “Ulankulirntapotelam ukantukanturaippané 3 _ Walking 
closely in the footsteps of Campantar, our poet calls this hymn as 
‘Ulam kulir tamil mālai? — ‘the Tamil garland of cool heart’ (10). 
This hymn is an exclamation of a loving heart representing the 
speech of all Bhaktas—that is what our poet tells us. He is also 
a Bhakta, a relative that way of the Lord, only the very last and 
youngest ‘ilankilai’ (10). This hymn must belong to the age of his 
political pre-occupation; he calls himself the father of Vanappakai 
and, therefore, must have sung — after his marriage (10). 


1. 2: 98; 9. 
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CHAPTER LIV 


TIRUKKALIPPALAI 
(Hymn 23) 
I 


This hymn is one of our poet’s exclamations of joy at the sight 
of God’s Grace overflowing towards him. Sometimes the excla- 
mations are addressed to the Lord, sometimes to the world at 
large. In a few places, out of the fullness of his heart the poet 
simply stops with the puranic descriptions of the Lord. Thus this 
hymn is a kind of overflowing from the previous hymn. 


II 


The first verse seems to answer a question which his own 
conscience as a representative of the world raises: “How can the 
Lord save you, you, the author of so many past cruel karmas??? 


Our poet replies, *I am bad and because of my evil karmas, I get 


confused and desperate. Even after seeing this sorry plight of 
mine, is it fair for the Lord to leave me desperately alone, with- 
out expressing any sympathy in such terms as ‘Alas! My slave" 
He is the father of the prodigal son as well as the upright son and 
loves both alike even as His mat-lock brings together the crescent 
and serpent to sleep together. That is the beautiful and harmo- 
nious form of His. This is the only place Kalippālai which He 
loves most”? — That is the first verse. 


In the second verse the poet addresses the Lord, “I may be 
anywhere and from there, if I, your slave, think of you, you come 
there, become one with me to stand there to shower your bless- 
ings, to cut me away from the shackles of karma here and now 
and to save me, O, Lord of the Ganges! (who saved many for the 
sake of Bhagiratha) you love this holy place Kalippalai" (2). 


“You have punished me; the excesses, I, your slave, commit- 
ted out of your love, you have forgiven all. You have taken this 
dog of yours as something significant and made me contained 
within you. Yes! that is your nature! Your throat has become 


blue because you have feasted on the poison of the seas, never 


conscious of that fact." 
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“The bees hum and the flowers bloom; gathering these, your 
followers shower them on you; tears of love unceasingly drip, 
from their eyes — these speak the state of the loving heart, 
Along with them. I perform these acts oflove. No other God 
have I loved with my heart except thyself, O, Lord! that art fond 
of this holy place of Kalippalai of fields full of the sweet sugar- 
cane (sweet like your love unto them)" (4). 


“You may remove my karmas; You may love them. You may 
hate and out of love you may rant or hector me. You may smite 
me. You are possessed of the deed of sale (of my slavery). Iam 
completely yours. The solid bead disappearing inside the back- 
waters is carried on to the streets of the holy place by the sea. 
So can you hold me aloft even when I reach the very depths of 


misery, you who hold up the fire in your hand, as though to burn 
away all our faults” (5). 


III 


The poet at the realization of the love of the Saviour loses 
himself in the description of the Lord. “The skin of the tiger is 
on your waist and you tighten it up with the dancing serpent. 
You cover yourself with the elephant's skin in spite of its bad 
smell. So do you love us in spite of our faults; you protect us, we 
who are in your service. The karmas disappear at your sight. 


With that ideal, you have enshrined yourself in this holy place of 
no fault. This is Kalippalai" (6). 


“You have flayed the elephants skin as though it were a fine 
cloth. The whole world worships you. You set fire to the three 
cities with the intention of removing the miseries of the Dévas 


(You are the Lord of all, praised by all, destroying all obstruc- 
tions, make your followers happy)" (7). 


«You have created all this world. You destroyed the sacrifice 
of Daksa. You share the body of the Mother and yet you have 
the mat-lock of an ascetic. You have crushed Ravana, O, Thou, 
who art fond of Kalippalai, where the fields lie Teen the seas!" 


(8). 


*God is the Lord of Devas shining like an inflickering and 
permanent light of truth inside the mind of those who praise Him 
with the tongue knowing no falsehood. > 


He is unk to the 
rod coloured. (Brahma) and to the black S elt Vienu), ‘He is 
happy with the collyrium eyed damsel” snu). 


(9). 
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“The Lord is the Supreme being, the Paramétti, whose fame 


knows no blot. He loves this holy place of Kalippalai full of the 
wealth of the back-waters" (10). 


The poet Arirar, the Lord of Wāvalūr, worships Him and he 
has composed this faultless Tamil garland. Those who are masters 
of this hymn will rule the world of the people of the Heavens (10). 


IV 


These exclamations of this hymn are the essence of a divine 
life and hence this assurance of our poet, that his readers will 
rule the Heavens (10). 


V 


The poet has described the holy place as being full of the 
wealth of the back-waters, the dashing sea and fields of paddy 
and sugar-cane, all with a divine significance of their own. He 
has also referred to the purāņic descriptions of the Lord which 
emphasize further his own experience of the Saviour. This Aymn 
reveals our poet's feeling of self-surrender and the joy of release 
he has experienced thereby. 
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PART V 
TO THE NORTH 


Introduction 


I 


These hymns belong to the temples north of the Cóla coun- 
try. They form a continuous whole with the previous group as; 
relating to the period of our poet's northern tour. We noticed our 
poet describing the Lord as the remover of the scandal. Perhaps 
this refers to some political trouble which probably sent our poet 
northward. „The Nēvalūr hymn occurring as the first in the group 
may belong to the first part itself. The three hymns giving usa. 
list of the temples, as emphasizing the temple cult is included in 
this part. - 


I 


The burden as it were of these songs consists in these excla- 
mations: “The place of the Lord who had saved me at Vennei- 
nallūr is Tirunāvalūr, the place of JVaracinkamumaiyaraiyan" (H. 
17); “To get rid of your sins, faults and shallow knowledge, O, Ye 
people! worship at Kaļukkunram, which is the place of the Lord 
residing in the heart of His faultless followers” (H. 81); "O, Lord! 
Is that love of your going about begging for us same as this way 
of saving me? I shall not forget you. Just think of those who think 
of you. Is it fair that you should beg making your followers miser- 
able over that?" (H. 41); “I shall not praise any one but you" 
(H. 21); “You do not do anything for us; You go about 
begging” (a humorous remark of the damsel to Bhiksātana) (H. 5); 
“This is the place of the Lord of this activity and that” (H. 10); 
Of what worth is their prop, their experience, their speech, 
their worship, their company, their knowledge, their thought 
or their love, of those who do not think of Him? (H. 86); « 

shall not knowingly praise any one d 

(H. 26); “Ciparppatam is th M ou my Lor 

s the rendezvous of the deer, etc.” (H. 79); 


«O, Ye people who suffer in this 
STS A World, d. 
«Kētāram” (H. 78); “His alone r pronounce the wor 


A , mple i Iriya the 
beach’ (H. 91)5us Bless me, O, Lord! zi rs a E P you, 
to experience and enjoy you who removes the PR eries of your 


p? 


- 
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followers who reach you leaving off their usual watch, over their 
bodies’’.(H. 12,31, 47). 
III 

The goal to be reached as pointed in the last verses is the 
breaking down of the bondage of Karma, the reaching of Sivaloka, 
Paraloka, Vinnulakam, Vanakam — the Heavens, to be one with the 
Lord and the destruction of sin and all faults. Sivalēka is the 
place where flock and sing the followers, those who worship the 


Lord singing the hymns, those who reside. on: our head worthy of 
our worship. They are cool, happy and calm. i 
DV 
Natureis too much in evidence in this part. Nature is identi- 
fied with the Lord, for instance, Tirupparuppatam. The temple 
cult of pilgrimage is clearly brought out. „The holy places are a 
Heaven of beasts, birds and. plants, perhaps all reminding us of 
the human life — another vision of the universe asa happy fami- 
ly of the Lord. The descriptions of the places sometimes are with 
reference to the worship of Bhaktas, their conch, their music and 
their-festivals. , Even the bees circumambulate the Lord. These 
descriptions sometimes have an „esoteric meaning — the sleep of 
the bees being.on a par, with. the rest, given to the soul after what 
is called destruction. There can; be;here no ppetry, of world 
negation when, Nature is.thus looked upon-as the Lord Himself. 
The condemnation of the world is justified when one forgets this 
happy vision and gets lost in tBertrap of common women and the 
passing show. of delusion.: a; | 3, yo: à 
huo nwa NA godi anak gs 
^." Te Lord is described as Wavalar or Orator.! This is a unique 
description coming from the heart ofa politician and poet who 
īīust have known the mighty powers and bewitching charms of 
oratory. Another phrase is *Atfapuyankap pira ^^ Always insist- 
ing on the escape from ‘Karma, our poet describes the Lord as 
the Medicine for the karma. The path of Jūāna is emphasized. 
Our poet is fond of describing God as the Flame of the Light — 


the eye of knowledge. He is the only reality — ‘Meypporul’. He 
is the Supreme Paraman — Siva and the Guru. He is immanent 


1. See Vāyāji, 7: 17: 8. 
2. 7: 10: 7. 
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and transcendental. He is all sorts of relationships. He is all 
love to those who take refuge in Him — those who know no 
deceit. He is full of mercy, full of forbearance. He is nectar, 
insatiable nectar — Ara amudu — a favourite term with the Vais- 
mavites. The ‘marjara kiséranyaya’, the way of the cat, comes out 
when our poet asserts that the Lord saved him even when he was 
false and that thereafter he became fearless. 


VI 


The Bhiksatana form continues to be the main art motif and 
we have humorous slings at the Lord. The esoteric significance 


of the deer and the bull as the Védas and Pranava respectively is 
also given. 


VII 


The followers of the Lord are faultless and deceitless; they 
are as good as the Lord deserving our worship. Their congrega- 
tion and choir, form the Štvalēka. Worship with Paūcagavya, 
hymns, praises of the Lord, music, contemplation, self-surrender, 
love, concentration and manual services are all mentioned. Wor- 
shipping at the various temples and bathing in the holy rivers, 
and waters are emphasized but what is important for the blotless 
Lord of purity is not the outward but internal purity and love. 
Worship at dawn is specifically referred to. Our poet refers to 
Nana Campantar, Candésvarar and Naracinkamunai araiyat. 


VIII 
Our poet in all humility refers to himself as Atittontan — the 
slave of His feet. He describes his own round shoulders. He is a 
great scholar, pulavar and a great orator of good words; a descrip- 
tion of the Lord as an orator becomes thus significant. Our poet 


refers to the death of his parents. Therefore, these hymns can be 
assigned to the latter period of his life — a life of political com- 
plication, of poetry and oratory and of pilgrimage. 


4 
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CHAPTER LV 
TIRUVEŅŅEI NALLŪR AND TIRUNĀVALŪR 
(Hymn 17) 


I 


In the previous hymn the poet was giving expression to his 
joy at the special Grace the Lord bestowed on him. Therein he 
stated that he was a bond slave of the Lord. This idea is made 
clearer in this hymn, when our poet goes to Tirunāvalūr, the place 
of his patron and foster father, JVaracinkamunai Araiyam (10). It 
is not clear why this was not referred to in such graphic way in 
the earlier hymns. One wonders whether this hymn may not belong 
to the previous period of our poet’s life. Though the hymn was 
sung at JVavalür, the poet speaks of Tiruveņņeinallūr where the poet 
has been saved as the bond slave of the Lord. It is in this hymn 
that we get the detailed version about this episode. The pattern 
of the sentence is as follows: “The place of the God of the 
Purāņas who saved me at Tiruvennei Nallūr is Tirunavalir’’. Usually 
the third line refers to the Tiruvennei Nallūr incident in the words, 
“Vennei Nallūril vaittennai alum konta” (but see verses 2, 3, 6 and 
10 where the incident is referred to the second line). The fourth 
line ends with the words, ‘“‘Jtamavatu nam Tirunavalur". The 
metre and the tune are the same as that of hymn No. 19. 


II 


The puranic stories about the destruction of the three cities 
(1), the riding on the bull (3, 4), the company of the Mother 
(3), the love of Kali of Kotikkarai (3), the ornament of serpents 
(3), the feast of poison (4), the flaying of the skin of an elephant 
(5) and the sacred ash (5), the discomfiture of Indra (5) and the 
Sun (6) (at the sacrifice of Daksa), the crushing of Ravana (10), 
the hunter going after Arjuna (8), the sharing of the body with 
the damsel and Visņu (9) — all referred to. 


III 


There are some interesting descriptions of the Lord. “He is 
the great debater (JVavalamür-l), the Lord of Goodness (2), my 
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patron and our Lord (5), the Chief (Jayakan-7), the great Dancer 
(6, 9), the Dancer of the fire (8), of the hue of the fire, full of 
pure gold” (5) — thus our poet gives expression to his experience 

f the Lord. The oratory, probably, refers to the debate in the 
Ec of the Brahmins (8). „He speaks of the Lord as * Vaya? E 
sharp tongued (8. He refers to His coming reciting the gs as 
a Brahmin (8). But he describes Him as a Nayati (8) and Vēya- 
vanar (7) — ‘the hunter probably because of his cruel persistence 
in the debate’ (8). Or, is there theidea of the Hound of Heavcn 
involved in the conception of a Hunter. (Nauta = 7, may 
mean a. spy and a Dandin or a Brahmin. — Ihe. Stala- Purana of 
this place gives the story -of the Lord manifesting Himself in a 


to His feet,of gold without any birth or death so that I may not 
leave Him and, go away from Him" (7). 


Ten 


Nāvalūr as. the 
WNaracinkamunai Araiyan serves the Lord out of love (11). 


pw YOO sūi jo vet 
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CHAPTER LVI 
TIRUKKALU KKUNRAM 
(Hymn 81) 

I 


The joy of his divine experience and of the feeling resulting 
in freedom takes in this Aymn the form of a message to the 
world, because this kind of joy can never be selfish.-;Hisjoy 
flowes to others for benefiting this world. He is himself so much 
taken up with this message that he bēgs of others to fàll- at ‘the 
feet of those who worship the Lord’ reciting his own poetic words 
of rhythmic beauty probably 'because'he has forgotten/himself 
whilst singing this hymn and feels these words express inspired 
truths VUE 

ma pattern of the last sentence in ev yerse is, St mese 
of the Lord is the.cool Kalukkunram’?. ‘Itam comes either at the 
end of:the second or the third. line; the. fourth. line always ends 
with the words ‘Tankalukkunram’. But .in verses 3 and.8,: ‘itam’ 
does not occur; In verse.10 the. itam comes, in the first line. and 
* Kalukkunzam comes in the second line. The first. flve verses and 
the ninth verse beg of the people of the world to worship at Tiruk- 
kalukkunzam. | Verses 6, 7. and 8 speak of.the Lord without any 
such specific advice; the poet speaks of. the Lord, becoming | en- 
shrined there for getting a glace in.the heart. of his followers. 


X4 


" The rest of the verses is Henn up by the description of Kaluk- 
kun ram full of natural beauty, suggesting that “even the bees of 
the place stay humming in the holy mountain 'and worship ‘the 
Lord” (7). ‘The she-elephant along wlth (its child and with) 
its lord of the three flowing musts and of the long trunk circum- 
ānībulates thē cool mountain to be-cured of the fatigue caused 
by their i roaring noise produced whilst in search of each other?” (4). 
“The monkeys; the male and the female, along with their" young 
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ones which had drunk the milk of the mother, koine embrace, 
rush in that jungle of cool Kalukkun tam” (5). The bees feast 
on the honey and sing their sweet tunes whilst the peacocks of the 
jungle live permanently there (because of this tune being in har- 
mony with their dance)" (7). “Everything there becomes full 
of munificence like the Lord. The clouds tiesi full with 
rain" (9). “The tall bamboos shower round pearls (9). “The 
roaring white cataract descends down carrying pearls and gems 
of shining colours” (2). 


III 


His Lordship over the Devas (1), the mat-lock shining with 
Kotrai (2), the eight arms (2), the blue throat, (3), the sharp 
battle-axe (4) the dance of white ash (4), the trident (5), the 
great dance (7), the worship by Visņu and Brahma (8), the ear- 
ring (9), the begging bowl of a white skull (10)—are all referred 
to, reminding us of the various furāņtc stories. 


IV 


«People kill and do all sorts of cruel acts; because of these, 
others describe in many ways their cruelty, their simple acts, come 
to stay. In order that these varied karmas may disappear, you 
go down and worship Him (1) every day" (3). "He will save 
us and accept us as His servant, according to His great rule of 
love” (3). “For getting rid of your ignorance or foolishness, fall 
at His feet” (4); “for getting rid of your meanness (5), for getting 
rid of your faults (9), fall at His feet” (9). “He is there at Tiruk- 
kalukkunram for getting enshrined in the minds of those inno- 
cent (6) and innumerable (antamilla—8) followers of His of firm 
faith (matam—6) and who have no faults” (7). ‘‘Because He has 
come there for getting Himself enshrined in the minds of His 
followers, the great Dévas worship Him here every day offering the 
flowers of their heart the flowers which increase in number every 


day and which cast their fragrance all round the jungle of this 
cool mountain" (8). 


V 


This hymn also must belong to the period of his political great- 


ness Or to a period succeeding it, for the poet describes hi mself 
the ‘Oran of the round shoulders, great in wrestling’ (10). 
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VI 


(The metre is that of what we now call kalitturai” every line 
consisting of 13 syllabic letters if beginning in ‘nér’ and of 14 if , 
beginning in ‘mira’, The general pattern is ‘ma’, ‘m7’, ‘ma’, ‘vilam, 
‘vilam’, allowing variations if *venfala? rhythms come in such places 
of variations. According to this scheme and from the iyal Tamil 
point of view the third ‘cir’ in line 2 of verse 4 should be ‘maluvan’ 
instead of the present reading ‘Maluvalaw’ which is probably due 
to the error of the copyist). 


PLA NES 


h ta Ion 


F36 n5 NS 
TE 


kadā ti 
t1 25 "Ak 3130 


^ tod as bas THART 
r tadibt ai HAE don 
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CHAPTER LVII 
TIRUKKACOUR ALAKKOYIL 
(Hymn 41) 

I 


This is one of the hymns on Bhiksātana form so dear to our 
poet. Though, only in four verses (1, 2, 6 and 9) there is direct 
mention of Bhiksātana form, we may assume that in the other 
verses also there is an implied reference to our Lord going a-beg- 
ging for the love of His followers, however unworthy they may 
be. The Lord enshrining Himself in the various temples in all 
the places where people live is itself another representation of the 
great truth that the Lord is hankering after us (3). 


II 


“Many are your temples, O, my Lord! I have praised them 

all, carrying them as it were on my head and I have become 
relieved of all my confusion and ignorance and I have driven out 
my karmas’ — thus sings our poet in this very hymn (3). The 
natural beauty of the holy place itself delivers that message to 
our poet — this holy place full of the fertile fields on which reside 
for ever the swans (10). The place knows no fear (2), this beautiful 
temple of cool groves of flowers (3), the temple which knows no 
want (3), and he cries, *O, the Lord of Kaccür Alakkoyil of the 
paddy fields where resides the Goddess of wealth on the flower” (4). 
He, out of love, almost embraces this holy place full of waters. 
There are gardens all round this Place, bazaars, gem-bedecked 
mantapas and virgin-homes or 'kannimātams (4). ‘He is there’, 

our poet says in another verse, ‘as the past Karma (the ancient 

Providence), as the fruit of the karma, removing all the anxieties 

of those who wake up at dawn to worship Him even as He destroy- 

ed the three cities’ (5). *He is beautiful like the evening moon" 

(5). «ts is the rare medicine on the s 

diseases” (5) and, therefore; Our poet exclaims, “I, your slave, 

cannot forget you" (5). “I have ceased to think of you, having 

tended my Sum to grow, ab! me, a crue] man devoid of all 

senses’’ (8). “You are there to save all; if even deceitful pretend- 


Sco that you take as full of significance. 


mountain removing all 


F- 
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Please think of those, my Lord! who truly and sincerely think of 
you” (7). 


III 


In the other verses, the reference to Bhiksūtana form as 
already stated is more direct. If you go begging with the broken 
head of a skull (1), even in mid-day (2), will not the followers 
who love you, feel miserable at this sorry plight of yours? Why 
not leave this up completely?" (6). “Is it proper that you should 
beg whilst there are followers who love you, forgetting themselves 
in that bliss, babbling like drunkards and praising you whilst 
showering fragrant and glorious flowers on you and doing all that 
you like?" (9), “I have learnt and l have seen" (9). “I can 
never forget you, O, Lord of the Mother! pray accept me as your 
slave and save me" (9). 


It is thus clear that this hymn represents a further develop- 
ment of a spiritual joy of the poet who finds that the Lord has 
relieved him of all his miseries. Unable to bear the surging bliss, 
we saw him exclaiming unto the Lord and calling upon the people 
to fall at the feet of the Lord. The zenith of his divine bliss is 
reached in love as expressed in the Tamilian conception of *akam” 
which is very well represented in a concrete way in the Bhiksatana 
form. Whilst it is the people who- suffer that ought to go for 
getting relieved, here it is the doctor who comes of his own accord, 
to cure the patient. Our poet is surprised and astonished at this, 
for, he himself, a patient, has been cured by this great Doctor of 
a God. What Greatness! What Love! And yet nobody realizes 
it and the poor Lord has to go about begging at our doors for 
saving us! At this very thought any heart will melt. It is to this 
feeling, our poet is giving expression to, in this hymn. He exclaims, 
< Atuvē amáarituzó?"—:Is that this?" (1). “I have heard ot that 
method of yours, that love of yours' going about begging for 
saving us. Little did I realize then the truth of the story; here, 
in this world, this way you have saved me"—that is the meaning 
of the exclamation, "Is that this"?. Cekkilir interprets this in 
similar terms: 'Mutalvanār tanperunkarunat, atuvām itu enru aticayam 
vanteyta”” (Eyarkon: V. 182). : 


The jackals (1), the burning ghat (1), the fire dance (1), the 
broken skull (1), the waist band of a serpent (2), the jingling of 
the kala” and ‘cilampu’ (2), the company of the Mother (7), the 
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fragrant konrai (8), the roaming about door to door in the 
villages (2), the bull (4), and the flag (4), the blue throat (5), the 
mat-lock (4), the form of brightness like the flash of the light- 
ning (4), the Ganges and the crescent on the mat-lock (7), the 
flaying of the elephant skin (8)—all referred to. The name of the 
holy place is ‘Alakkayil’ or ‘the Baynan temple’ which suggests to 
him the story of the Lord sitting under the banyan tree to ex- 
pound the Dharma. 


IV 


Our poet condemns himself—a condemnation contradictory 
to what we know of his life (8). Therefore, it ought to be taken 
as an exaggeration of the ordinary life of the people. Our poet, 
when he thinks of the beggar Lord saving him, looks at himself 
and begins to condemn himself, because of the great contract 
which suddenly grows before his very eyes. Are we not greatest 
sinners when we see our Lord go a-begging for our own salvation 
and for our own souls? His ways are inexplicable. Even the 
people of the Heavens do not know His path. We do not know 
what He wants. We can only say, “O, Our, Lord! Save us and 
accept us in all seven-fold seven births” (2). 


Our poet speaks of himself as Ārūran whose heart always 
rushes to think of the Lord (10). He considers it a good fortune 
that he is named after the Lord of Arar, that it should be the first 
name of his as named by his parent (10). (We are told that our 
poet was, as was customary named after his grand-father). 


AV 
The rhythm of this hymn portrays the loving dance of the 
poet's heart. The poet himself probably enjoys this and that is 
why he describes himself as the eternal poet or scholar blessed 
with the tongue or the power of speech expressing the sweetest 
and the purest word—“ Mannu pulavan—ceficol nāvan” (10). “Those 


who are masters of this garland of a Tamil book (hymn) sung by 
Ārūran will ever reside on my head”—that is how our poet con- 
cludes this hymn (10). He must have felt the inspiration behind 


this poetry to express himself in these terms. In the previous 
hymn, he begged of the world to fall at the feet of those who re- 
cite that hymn. In this hymn he himself falls at their feet, thus 
reaching the very height of self-surrender and divine bliss , 
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CHAPTER LVIII 


TIRUVEKAMPAM TIRUMĒRRALI 


(Hymn 21) 
I 


What can a poct resolve upon after the experience of the 
bliss of the Lord, as experienced in the previous hymn? The poet 
here exclaims to the Lord, “I shall not praise any one but you" 
— “Unnaiyallal ... ēttamāttēnē” — these are the words which occur 
in every one of the fourth lines of the verses of this hymn. The 
third line describes the temple ‘Tirumérrali’ of Cofjtvaram lying 
at the western entrance to the fort of Cofjivaram overlooking the 
famous sylvan tract lying there. "The fortified great city of 
‘Kaiici’ is the city of the Pallavas, the city of the world” (10) — 
that is how our poet describes it and we know in the age in which 
Ārūrar lived, the civilized world of the East was turning towards 
Coüjivaram. This temple was surrounded by big fortress walls 
of stone (9) and by grand palaces (2) and by cool paddy fields 
full of waters beautified by the ripples (8) and the fresh lotuses 
growing in the slushy rich soil (7). 

II 

The first feet in the fourth lines and in the other lines give 
us the:descriptions of the Lord which our poet loves very much: 
*Entāy—my father" (1); * Mate—my wealth” (2); **Erc— my 
lion? (3); *Parrz—my prop” (4); *Pemmán—my Lord" (5); 
“Kone—my king” (6); "Aiyā—my chief”? (7); ‘‘Araiya—my 
prince” (8); “Malaiye—my mountain” (9); (the mātu, malai and 
ēru as residing inside the Tirumērrali make these conceptions very 
concrete and beautiful); *Talaivà—my leader" (9); *Cintay—the 
Lord of the mind” (1). The poet is very fond of the Lord appear- 
ing as the shining light (On cutar—6), as the bright light which 
never fades (Nonta on cutar—1). Our poet addresses the Lord as 
Vimalā? — the blotless or who removes the blot and purifies us 
(8), and as the Lord appearing as honey (6) and the sweetest 
nectar (6). He twice describes Him in this hymn as the real of 
the real, **Méeypporul, (3, 5). Here also our poet refers to the 
puranic descriptions of the Lord — the destruction of the three 
cities (4, 7), the flaying of the elephant’s skin (5) and the frag- 
rant konrai (8). ; 
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III 
For the rest, the hymn gives our poet's own experience of the 
Lord. I kept thinking of you; you came in and you had never 
known going out. _ O, Lord of mind who had entered my heart, 
I shall not hereafter praise anyone but you” (1). ‘Because I 
became the servant of yours, I have entered the service of your 
followers and I have heard all that is there to be heard and I 
have heard that I am never more to be born. I cannot praise 
with joy any but you" (2). “Out of laziness, once in a way, I 
might not have thought of you; but even then, you are the true 
principle capable of entering into my mind coming in another 
way. I cannot praise hereafter anyone but you" (3). “The kith 
and kin and the relatives — these I had left off and I have taken 
refuge in you. In what way is there any want? I have completely 
renounced my miseries. You are my prop. I shall not worship 
and praise anyone but you" (4). “My father and my mother— 
all these have left me and are dead. All that which truly create 
delusions (all the delusions due to this body), You have removed 
and You have blessed me, O, Thou true principle, O, Lord! I 
shall not praise anyone but you” (5). “As for me, I contemplat- 
ed on your feet. As soon as I contemplated on you, you entered 
this body of flesh, O, Brilliant Light, my honey, my sweetest 
nectar, my prince, I shall not with a cool heart praise anyone but 
you" (6). The burning of the three cities implies the destruction 
of our own malas, miseries and defects. Therefore, our poet des- 
cribing this feat of the Lord, exclaims, “O, Lord! my Chief! I 
shall not knowingly praise anyone but you" (7).. “I shall not 
speak hereafter of anyone but you with my tongue as long as this 
life lasts in this body. O, king! I shall not knowingly praise any- 
one but you" (8). "I have firmly contemplated on your feet and 
as soon as I so contemplated on you, my chief, you allowed me 
contemplate on you and all the deceits have disappeared. O, the 
mountain of Tirumērraļi! I shall not happily praise anyone but 
you” (9). 
IV 
i These outpourings of his heart give us a true picture of his 
spiritual elevation—a spiritual state which can be called Sivalēka. 
Our poet sayshe has sung the Siva Tirumérrali — he, Ārūran the 
slavish Tontan. He assures, “Those who are masters of this famous 
hymn, they that will reach the Sivalēka”” for as we have stated, 
the hymn represents that kind of highest spiritual state (10). 
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CHAPTER LIX 


TIRU OŅAKĀNTAN TALI 
(Hymn 5) 
I 


The present cycle of hymns may be compared with the cycle 
of hymns—24 14, etc. After the exclamation, “I shall not praise 
anyone else" (H : 21), the poet gets rid of the tension of the over- 
surging bliss through his humorous address to the Lord who has 
thus become near and dear to him, as it were, a friend and com- 
panion as the tradition states. This may be even compared to the 
humorous speech of the damsels in love with the Bhiksātana, what 
Tiruvalluvar wil characterize as "Pulavi numukkam'. The purāņic 
descriptions and the poetic experiences all roll into one great 
humour though at bottom, shine the spiritual greatness and 
divine love of the Lord. 


II 


“The Bhaktas have begun worshipping you daily with ghee, 
milk and curd. But there is no coin in their hand, unless they 
serve through their worshipping your feet of victorious anklets”” 
(1). As usual our poet passes from the objective statements 
about the Bhaktas which are themselves his own experience—to 
the description of his own state. “The five (senses) there, take 
hold of me. They make me dance and I dance. I am caught up 
into the deep slough going down deeper and deeper therein. O, 
Thou, who art inside Onakantan Tali, bless me with a way of 


escape from this” (1). 


"(What can we get from you? You are lost in the floods). 
The waves dash and roll up above the moon bedecked mat-lock. 
As for the damsel, the Ganges, she will never open her mouth. 
(Your eldest son), Ganapati is a voracious eater. The Lord of the 
spear (Subrahmanya) is an infant-boy, Your wife plays on the 
Yal (Vina) and will never save or take care of us. O, thou inside 
the Onakantan Tali, we cannot serve your people!" (2). There is 
another reading “‘korru atti aja?" for *kērratti āļāļ” : the interpre- 
tation given is that she does not offer the daily batta). 
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“Whether they get anything or not, the Bhaktas praise your 
feet with all care and love. You do not sympathize and feel for 
them who are without any other prop or attachment. You do not 
sympathize and feel for them. You do not behave like a reaso- 
nable person (as far as they are concerned). When they become 
absolutely destitute and when they are miserable, in such times 
of despair, O, Lord, can they mortgage you and eat?" (3). 


«Even if they praise stating all they are capable of, you do 
not open your mouth and say whether you have or whether you 
have not. You see there for saving us but alas! to what purpose? 
You will never leave off the life of roaming about for alms all 
through the day, with the teethless skull of a bowl". (Itis this 
which made us suggest that these verses may be taken as the 
speeches of the damsels in love with Bhiksafana) (4). 


“Your followers again and again come together, dance and 
sing without defect in their song or tune. They weep and their 
hearts melt. You do not think of any happiness for these lovers 
of yours. I go constantly in quest of you, roaming about and 
getting fatigued and yet you do not sympathize with me. Neither 
do you desert me and run away, nor do you offer any help" (5). 


“The damsel who is never separated from your loving 
embrace hasestablished the Kamakottam at Kacci for saving the 
whole world. While this Kāmakēttam is there, why do you go 
receiving alms from various cities?" (6). 


«You spend your time by pretences. You are neither outside 
nor inside; You do not tell us the truth and accept as your ser- 


vant and save us. You cannot give us anything. If you receive: 


us, you want nothing, you give nothing and you say nothing. 
You, Sir, my Lord, I am addressing you alone (Emmaipperral— 
accepting the Bhaktas as His servants is thus looked upon us some- 
thing valuable from the point of view of the Lord) (7). 


“The God of Death has spread his net. He comes and stands 
up above. Ihave heard this word or statement. Making my 
mind as firm as a stone, I contemplate on you and fall at your 
feet. That is the only way of escape. Otherwise, I cannot be in 
communion with you allowing the six passions to grow and 
develop. [The six passions are: Kama, Krēta Lopa, Moha, Mada 
and Matsarya — Matsaryam may be taken as à — The old 
commentator on Cilappatikaram interprets 'cerrag? as *müstsarya. 
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(Valakkurai kātai — *Cerranalpūlum). Therefore, "Mēha' alone has 
to find a corresponding word in thelist given by drūrar. The only 
word found there is *Varutai”. ‘Maruttal’ is found used in the sense 
of attraction perhaps as a variant of ‘maru? which probably leads 
us to the significance of ‘Moka’ or wonderful delusion. The Tamil 
Lexicon however gives the meaning ‘Matsaryam’ taking ‘Varutai’ to 
be a corruption of ‘spardha’; but this cannot be correct for we do 
not get the six well known passions. The next problem is the 
meaning of the phrase ‘Kalaiyamaitta’ which occurs as the qualifi- 
cation given by our poet to these passions. ‘Kalai? may be taken 
to mean the body, when these passions may be taken to be bub- 
bling up within the body of ours. There is also another reading 
‘kalaiyam vaitta” where the ‘kalaiyam’ can only mean the bot, meta- 
phorically meaning the body. ‘Ulaiyamaittal’ is making them 
ready for enjoyment even as we cook the rice for being served. 
There can be a better suggestion. Kalai may be taken to mean 
the fine-arts and our poet may be giving us a clue to his philoso- 
phy of art in this phrase ‘kalaiyamaitta’] There is thus a great 
purpose served by these passions. When they are sublimated into 
the sentiments of fine arts they serve this purpose and become 
divine" (8). 

“In whose city do you live? (the city you live in, is some- 
body’s). As for Orriyūr (which means a mortgaged city) it is not 
yours. You have taken for your wife the Ganges and placed her 
inside your mat-lock. Your city is the burning ghat and your 
garments are the skins. Your necklace is but a serpent. What do 
the Bhaktas get, these Bhaktas who out of love serve your beauti- 


, ful feet?” (9). 


Our poet has given here the various modes of worship with 
ghee, milk, curd, praises, dance, music, contemplation and love. 
III I 
He refers to the purāņic descriptions — the moon (2), the 
mat-lock (2), the Ganges (2), Gamapathy (2), Kumaram (2), the 
Mother (2), the skull (4), the begging (4), the konrai (6), Kamak- 
kottam (6), the burning ghat (9), the garments of skin (9), the 
bull (10). The bullis here said to be in the form of Pranava. 
The poet says he has described in an orderly way the form the 
Lord has assumed wearing the loin cloth and adorning himself 
with nice cotton and silk clothes (10). This description is not 
intelligible, for, on the surface, the loin cloth and the silk con- 
T. 98 
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tradict each other. It has been suggested elsewhere that this may 
be a description of Ardhanārīšvara” form. It may be the present 
reading ‘vikki? in ‘Pattu vikki’ a mistake for the original word 
‘nikki’? when it may mean that God has discorded the cotton and 
silk for the loin cloth of a beggar. This will be in keeping with 
the general trend of this hymn which, as we have suggested, gives 
the description of the beggar Lord, who may in a humorous vein 
be referred to as incapable of supporting His followers. 


IV 


*dvaņam ceytāļum kontu” occurs in the last verse of this hymn 
and it is taken by the tradition, as referring to the deed of sale 
which the Lord produced for saving our poet. We had discussed 
this phrase elsewhere. 


V 


In singing this hymn in this humorous vein as the friend and 
companion or lover of the Lord, the poet has cxperienced a feel- 
ing of identity wherein all the sins and past karmas completely 
disappear. "Therefore the poet assures that there will disappear 
similarly the sins of those who are masters of these ten verses of 
Tamil which is the very form of poetry (10). 
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CHAPTER LX 
TIRUKKACCI ANĒKATANKĀVATAM 
(Hymn 10) 

I 


some of the hymns were observed to be on the pattern, “The 
holy spot is the rendezvous of the Lord". This hymn is an elabora- 
tion of this kind of pattern expressing the joy at the place and 
ecstasy of the experience of the messages of the purdnic stories. 
“This is the place of the Lord of this activity; this is the place of 
the Lord of another activity" — In this way, in every verse ‘itam 
or ‘place’ is repeated many a time, each time in relation with a 
specific puranic activity of the Lord. The tune is ‘Jntalam’, the 
same as that of the previous Aymn, but the metre moves quicker, 
making us feel the poet dancing in his ecstasy at the sight of the 
temple reminding him of the esoteric meaning of the purāņie 
stories. 


II 


The purāņic stories and descriptions are referred to and 
enjoyed one after another with a special relish. [he mat lock 
with humming bees wherein comes together in loving harmony 
the Ganges (4), the kowrai flower (4), the serpent (5), the crescent 
moon (3), the deer (1), and the malu or the batileaxe (3), h ld in 
the hands as symbols of poetic beauty, the flag of bull (2), the 
blue throat (6), the ear-ring of conch shell (4), the flaying of the 
elephant (1) and the destruction of Death (6) and Kama (1) and 
the three cities (8), the dance with the ghosts (2) on the burning 
ghat (9) with eight serpents (7) are all mentioned. One may look 
upon the whole hymn as a description of this dance of ‘Atfapuyan- 
kam” or eight serpents. 


The esoteric significance of these stories is also given. The 
deer held upon His hand is said to be the defectless Vēda, **Kuraiya 
maraiyām manai itattator kaiyan itam”? (1). The destruction of Death 
and Tiripuram is mentioned along with the description of the bees 
sleeping in the flowers of the places (8), thereby suggesting what 
appears to be a destruction is nothing more than rest and sleep 
for those concerned. à 
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The Lord is said to be in the company of the Mother. In one 
place He is described as He who has Tīru in his chest, a descrip- 
tion usually given of Visņu. ‘‘Tirumarpakalattu Atikaļitam” (3). 
This reminds us of Nava Campantar: *Peņkoļ tirumārpinir pūcum 
pemman’.1 It may mean that she is sharing the chest of the Lord. 
"Tiri" is another name for the Mother Goddess as already noted. 


III 


The beauty of the place is also described. This is the place 
where sing the koels and where dance the peacocks (3) It is the 
place where glows the sun (7). It is the spot where the shekoel 
plays with its lover (7) and where the flower blossoming with the 
overflowing honey is encircled by the ‘mātavi creeper’ (7) — a 
marriage and union of fragrance — the place where sleep the she- 
bees inside the soft petals of the cool mātavi, mavval, kurā, vakulam, 
kurukkatti and punnai (8). We have already referred to this sleep 
suggesting the esoteric significance of the destruction of Death 


and Tripura thus raising even the descriptions of Nature to the 
mystic level. 


IV 


The Lord is Sankara (9) — one who creates happiness. He is 
our Lord (Emperumān) (2) of excellent community (5) (of 
Bhaktas). He is a munificent patron (Pirān) (7). He is our 
father (Attan-5, Appan-2) He is the Holy. There are other des- 
criptions of the Lord in relation to the blessings He confers on the 
Bhaktas and also descriptions suggesting the ways of worship- 
ping the Lord. It is the place where the decaying enmity of the 
cruel karma ceases (3). It is the place where those who have 
begun their spiritual practice of being in communion with Him, 
keep their mind concentrated on the one unique path, where they 
shine, where the Bhaktas who have turned their mind on to the 
Heavenly feet of wealth or Grace of the Lord lose their heart 
captivated by Him (5). It is the place where the Lord removes 
this bondage of a body, this bondage of those who think of Him 
even whilst in their bodily existence in this birth (6). Itisthe place 
where those who have cut asunder their bondage and mental delu- 
sion worship the Lord with their hands (7). It is the place where 
stand many, for many aeons, for attaining salvation (10), the place 


1. 1: 70: 3. 
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where karmas disappear (10)—the place of the great men assem- 
bled for attaining excellence (10). The idea of release from 
karmas is emphasized often and often and in one place he refers 
to the spot as the place where the Lord removes the mortal agony 
caused by the followers of the Lord of Death to the people of 
our poet's following, not merely relatives but also those belonging 
to his spiritual community of Bhaktas (6). The poet with reference 
to this describes the Lord of Sivalékan—the Lord of the world of 
Siva. 


V 


In the last verse usually describing the good result following 
from the recitation of the hymns, our poet says no more than calling 
attention to this Holy spot as the place where flock together in 
communion, those who have mastered the verses of the garland 
of hymns sung by the famous Uran, who becomes a slave whilst 
singing of the Lord. This seems to suggest that Sivaloka is itself 
any place where flock the Bhaktas singing the praise of the Lord. 


VI 


Anékatankavatam occurs as the name of a Saivite shrine of 
the North in the poems of Campantar. A temple of that type 
seems to have been built at Kāūci by the the time of Ararar. The 
meaning of the term is not clear. In the last verse we have 
another difficulty; for *Kalikkacci Anékatankappaw’ gives the form 
anékatankappu. 
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CHAPTER LXI 


TIRUVANPARTTAN PANANKĀTTŪR 
(Hymn 86) 


I 


In the previous hymn, we found the poet dancing in joy at the 
thought of Attēkatankāvatam reminding him of the activities of the 
Lord. It is not merely the joy of his own experience. The hymn 
sounds like the eureka of a new discoverer, crying out in joy 
to the world at large, so that the whole humanity may be benefited 
by this discovery. Thus the world comes back to the mind of the 
poet unobtrusively. This inspires him with the thought that 
nothing but God is my worth and, therefore, pities those who 
do not take refuge in Him. The last two metrical feet of every 
verse in this hymn expresses this idea. “Of what worth is the 
dependence (prop) of those who do not depend (rely) on God?” 
(What is their prop?) (1). “Of what worth is the experience 
of those who have not experienced God?" (What is their expe- 
rience?) (2). Of what worth is the speech of those who do not 
speak of the Lord?” (3 & 4). Of what worth is the worship or 
praise of those who do not praise the Lord?" (5). Of what 
worth is the practice (or company) of those who do not practise 
the service of the Lord?" (6). *Of what worth is the knowledge - 
of those who do not know the Lord?" (7). “Of what worth is 
the thought (or mind) of those who do not think of the Lord?" (8). 
“Of what worth is the sympathy or love of those who do not melt 
at the thought of the Lord?" (9). The rest of the verses describe 


the Lord as of great worth for us all—the descriptions are piled 
up in the accusative case. 


II 


The idea of the Lord enshrining Himself in the world for 
our sake is not forgotten. *"Pherefore, of what worth is the praise 
of those who do not praise the munificent patron—the One who 
is the Supreme being (Paraman) of Vanpārttān Panānkattūr (en- 
shrining there) only for the Purpose of showering His blessings 
and hastening to grant our boons?>— that is the fifth verse. “He 
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is the Lord who is glorious in having Panarikāttūr as His city” — 
that is the 9th verse. He is both the objective and the subjective 
truth. He is the immanent principle. “He is the munificent 
patron residing in our heart and in Panaņkāttūr of gem-bedecked 
and cloud-clad beautiful palaces” (8). In this way the temple is 
being mentioned in every one of the verses in the second half of 
the third lines. 


The place is called Vanpārttān Panankāttūr or Panankāttūr, a 
city of palmyra trees. Vanpārttān is not clear. Or, can it be this 
is an equivalent to Patiran (the deceitful one) in verses 2, 3, 4 and 
7. From Sri V. S. Chengalvaraya Pillai we learn that the usual 
explanation is that there is a village by name Vanpakkam near 
this Panankāttūr and that in order to distinguish this Pamankattur 
from the Panaükattürs this place is described specifically as 
Vanpākkam Panankattar. Vanparttan is a wrong reading of 
Vaupakkam—‘k? and * being liable to be confused in the early 
inscriptions. j 

His rendezvous is the Panaikāttūr sorrounded by the gardens 
full of peacocks (6). The place is described with reference to 
the worship by the Bhaktas (1). It is the place where the sound 
of the conch and the drum never ceases (2). The blowing of the 
conch is a part of temple worship and the playing on the drum 
reminds us of festivals (2). The Aymn mentions: “The songs full 
of music sung by the Bhaktas who praise Him with all their hearts 
with fresh flowers of the day—the numerous valuable flowers or 
the eight flowers—appropriate for the firelike beautiful form of 
the Lord who is adorned with the cool crescent moon" (3). “Ser- 
vice unto the Lord is praised” (6 & 9). 


III 


The Lord is described in relation to these Bhaktas—‘A taiyil 
anpu utaiyān” (1). “He is full of love if you take refuge in Him 
though unknown to all” (1). “He is in the mind of those who 
are not crooked” (4). “If you melt in love He resides in your 
heart" (5). “He is the Birthless Lord, never forgetting those 
whose minds are devoid of deceit” (8). Thus the characteristic 
features of the true Bhaktas are mentioned. 


The characteristic features of the Lord are also praised. He 
is the significant meaning of the Vēdas (1). He is the unknowa- 
ble (1). He isthe male and the female (3). He is of unsullied 
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character (4). He is the great significant thing that is true know- 
ledge (5). He is the sunshine, the wind that blows, the lightning 
and the fire (6). He is the truthful, the Lord of the Védas, the 
form of all art, (7), (not only Nature as mentioned in 6). He 
is the oldest of the old (9). He is our patron inside our heart; 
(8) the Supreme one (Paraman—5; Pirān—7); the Chief 
(Aiyan— 7). 


IV 


There occur also the Purāmc descriptions of the bull (1), the 
Ganges on the mat-lock (1), the jingling anklet (2), the dancing 
snake (2), the fire, (2), the dance (2), the crescent moon (2), the 
ear-ring (9), the eye on the fore-head (4), the sacred ash (4), 
the ornaments of skull (5), the eight shoulders (6) the deer (7) 
and the battle-axe (7), the destruction of the three cities (6) and 
the Lord of Death (7). the company of the Mother (8), the colour 


of the fire (3) and the coral (10), and the worship of Brahma and 
Visnu (9). 


V 


With reference to the last incident, the poet speaks of the 
Lord going up above the high Heavens whilst those two stood by 
His side and contemplated on Him (9). Our poet assures that 
those who recite this hymn will also thus go up above the High 
Heavens (the very words are used)—probably suggesting that 
they will become one with the Lord. The poet tells us in passing 
that he is called after the Lord of Ārūr—that is the first part of his 
name—"Tiruvārūr-c Civan per cenniyil vaitta Ariiran” (10). He calls 
himself in all humility *Atit fontan”, the slave and servant, the 
dog—""Afittoņtat afiyan col atināy col’? (10). 
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CHAPTER LXII 


TIRUKKĀLATTI 


(Hymn 26) 
I 


In our analysis of the hymn No. 55, it was suggested that 
something must have happened in the political carreer of our poet 
to disturb the peace of the poet’s mind, Probably it was this 
which sent him on a northern tour on a pilgrimage to the various 
temples. The real cause is his mental and spiritual development, 
the occasion being provided by the political conditions. Our poet 
now reaches the limit of the ancient Tami} Country, Tirukkāļatti. 
The poet, who sang in the previous hymn that all that which had 
no relationship to the Lord had no worth or value, expresses here 
his conviction and his resolution that he shall not consciously, 
praise anyone but the Lord. This hymn is addressed to the Lord 
directly. Most of the verses end with the words, *Unnaiyallal 


arintēttamāttēnē””; Verse No. 3 has the variation, '*'Unnaiyallal 


ukantēttamāttēnē” and V. 8 has *Jniyēttamāttēnē”; V. 7 has the 
ending **Unnaiyallàl ariyén marroruvaraiye””; but there is another 


reading which makes the ending of that verse also simllar to the, 


other; V. 9 has *Unnaiyallāl iniyonrum uņarēnē””. It looks as though 
that the original reading in all the verses should have been 
*Unmaiyallāl atintēttamāttēnē”. This ending reminds us of a similar 
chorus of the hymn No. 21 which our poet sung whilst he was at 
Kaūci in the course of his nothern tour. 


One of the names of the Lord of Ttrukkāļatti was Gananatan 
and our poet mentions that name in VV., 1, 3 and 10. 


II 


This hymn of our poet taking refuge in the Lord expresses 
his surrender to the Lord. The poet refers as usual to'the various 
puranic descriptions of the Lord: the bull (1), the loving company 
of the Mother (1), the Lordship of the Ganas (1, 3, 10) and the 
Devas (2), the blue throat (2), the battle axe (3), the destruction 
of the. Sun (3), the Brahminhood of the Lord of His Vzdic 
Scholarship (3), the ear-ring (3), the deer (4), the shawl of an 

To OY) 
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elephant skin (4) the cool and long mat-lock (7), the youth 


of the Lord (7), the sacred ash (8), and the begging with the 
skull (8). 


III 


The name which is so very important to the Saivites, Siva (1), 
is again mentioned in this hymn. As in hymn No. 21, etc., the first 
foot of the fourth line in every verse expresses the significant 
relationship which the poet has experienced with the Lord: 
(Anda—1), the Lord of this very form of this Universe; 
(Amaive—2), the Lord as perfection or peace or the constituted 
form; (Utaiyay—3), the Lord as the owner of everything and as 
our Lord; (Arive—4), the Lord as knowledge; (Aiyā—6) the Lord 
as our Chief; (Ērē—8), the lion or the bull; (Oļiyē—9), the Lord 
as Light. Our poet calls Him (Jraiva—2), the Sovereign; 
(Meyyavan—6), the truthful; (Tiruvē—6), the Great Wealth; 
(Nimala—8), the blotless; (Kolunté—8), the beautiful sprout from 
the seed of everything. The wonderful phrase * Ārā Innamudu’ (10) 
describing our Lord as the sweet nectar with which we are never 
satiated, is again lovingly repeated in this hymn. 


IV 


There are certain descriptions of the Lord in relation to the 
poet’s experience: “En celuücutar?" (1)—'my rich Light; 
“Kantar kātalikkum...em kāļattiyāy” (1), ‘my Lord of Kalatti—of 
loved by those who see the place’; “En itarttuņaiyē” (2), O, my 
friend or help in misery’; “En ...kamaiyar karunaiyinay" (2), ‘O, 
thou Lord of Grace full of patience or forbearance’; ‘Kurty@ 
enmutaiya Guruvé" (4), ‘my ideal and master'— This term Guru is 


significant, for it is the second time that our poet calls Him as his 
Guru or Master. 


1 The poet continues to give us more of his subjective expe- 
rience of the Lord. “I perform all kinds of services—even menial 


services—unto you (I cease to be a conscious living being) and 
lay down as something material, captivated by the damsels of the 


. beautiful carp-like eyes; then, I shrieked and suffered, I, your 


slave, because I have not known anythi t 
many sleepless nights. Then, one n ing good. Thus I spen 


EA I fell at your feet, O, Lord 
of Kaļāti! Ihave now become fi has: y 3 
praise anyone but you” (5). earless; I shall not consciously 


«T C 
of yours, I had not known an V Lothisfdogjof a:slave 


Y way of escape and refuge; you 
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come as the upright man and you removed all obstacles and suffer- 
ings, the truthful one, ‘my chief? ” (6). Ah! I was a cruel one. 
I had not known those beautiful flowers of your feet; I had then 
no love for you and yet you have come yourself permanently to 
enshrine in my heart. O, my youthful Lord of Kaülatti, where 
bow down the Devas" (7). “O, the blotless Lord, I shall not 
speak of anyone but you. O, my ocean of all qualities". (It is 
possible to have the reading, ‘En Gunakkatal’, the ocean of eight 
great qualities having in his mind the phrase, ‘Engunattan’ used by 
Tiruvalluvar) (8). “You have become so easy of reach and you 
have come of your own accord to enter my mind, O, my Lord" (9). 


iue 


V 


The place Kāļatti is described as surrounded by palaces with 
gates (Kataiyār mālikai — 3),- (Kaliyar vaņtaraiyum Tirukka- 
latti—9), as the place where hum the intoxicated bees and (Kārā- 
rum polil cul Kāļatti — 10) as being surrounded by cloud-clad 
gardens and as the place where the Bhaktas (4) and the Dēvas (7) 
contemplate on God. 


VI 


This hymn expresses the great joy, the poet experienced when 
the Lord of His own accord saved our poet — a state of happiness 
which he is sure will ever be permanent and he, therefore, assures 
that those who recite these verses of beautiful Tamil poetry that 
they will like himself get rid of all the karmas, achieving the per- 
manent happiness of heaven without any fault of theirs existing 
thereafter. Our poet calls himself Nāval Artiran (10). 


ši 
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CHAPTER LXIII 
CIPARPPATAM 
(Hymn 79) 

I 


This is the Aymn on Ciparppatam which has come to be known 
in later days as Sri Saila. In this hymn, the poet seems to identify 
the great mountain full of natural beauty with God Himself, for, 
we find every verse ending in an address to the mountain as Ciparp- 
pata malaiyé. Others have taken these verses to mean that this 
mountain is the abode of the Lord. The identification of nature 
with the Lord is significant as proving that our poet is preaching 
of no philosophy of world negation. If the poet has condemned 
anywhere this world, it must be interpreted as referring to the 
illusion, temptation and our false knowledge of this world. The 
poet believes that in essence this Universe is nothing but the beauty 
of the Lord, revealing to us a series of dramatic situations of hig- 
hest imaginative poetry. The descriptions suggest that nature is 
full of love, making even the hard-hearted hunters to take pity on 


the helpless she-elephant (5). 
II 

The various kinds of deer and peacock mix together in groups 

everywhere īn the mountain revelling and grazing as they like, 

drinking the waters of the mountain-springs, scratching their 


bodies against sweet smelling flower trees, possing through groves 
to sleep in the shade place of a sweet mango grove (1) 


In the field of millet, the groups of boars go and make pits. 
The gems turn up shining like fire. Fri 


ghtened, they roam about. 
The bear, the deer, the Indian elk, the peacock and many other 
beings feast on the honey, the grove and the garden are sa abun- 
dant in this mountain (9). 


The groups of she-ele 
: phants go in ther 
mountain rendezvous; th S to groves and o 


- NU: cir young ones hit against their udders 
aa or PR milk. Having thus strayed thus far away from 
their lord the e-elephant, they think of him and rush in search 
of him, roaring all along in confusion only to be fatigued at the 
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end. The he-elephant in his turn goes in search of his she-ele- 
phant. The Lord of the form of this mountain is thus the embodi- 
ment of the love of the mother, the love of the child and the reci- 
procal love of a wedded couple (2). 


The group of elephants run helter-skelter and roam about in 
the rendezvous of the she-elephants. There, one of the she-ele- 
phants bends down its ear; the murderous hunters of the moun- 
tain of great honour take pity on it so much that they manufac- 
ture a cup out of the leaves for collecting the honey and feeding 
therewith the she-elephant. Such is the inspiration of love of this 
great mountain of a Lord (5). 


The scene of love does not close there. The he-elephant per- 
haps suspects the she-elephant which has passed through groves 
of different scents which smell like the fragrance of different ele- 
phants. He becomes angry, holds up his trunk and vomits as it 
were fire and allows must to flow. His face is red and crooked 
with anger. He accuses his lover of having gone alone with another 
elephant. The she-elephant cries that she cannot bear this scan- 
dal. She goes to convince her lover in the presence of others 
and swears in this great mountain (the reading is ‘Pitt cūļarum”; 
another reading is *Pifi cūļutum”: the context suggests that the 
correct reading should be ‘Piti culuram') (6). 


A damsel of beautiful words keeps guard over her field of 
grains. The virgin parrots carry away the bunches of grain. She 
feels that these parrots will not care for her and makes her sling 
of stone resound when the beautiful good parrots roam about in 
fright and get to the top of this mountain to escape from the 
onslaught of the sling (kavan) (3). 


The maiden, the damsel, tries to drive away the parrot from 
the fields with the threatening words of her mouth, but they do 
not leave the field perhaps attracted by the sweetness of her 
words. She throws with her sling beautiful gems within the 
reach of her hand; the parrots at once rush away, these red- 
mouthed parrots which go and sing at the top of the mountain, 
the same song which the damsel has sung (4). 


Brahma and Visnu, alas; have not known the feet of the 
great Lord of ashes who burnt to ashes the three cities. But, here 
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in the mountain, which is the very form of the Lord, these he- 
elephants roaming about in groups with the she-elephants, shine 
in all their glory, intoxicated with the honey which they had 
drunk. It is a heaven of sweetest experience (8). 


The poet is giving alternately the beautiful poetic vision of 
loving parrots flying round the damsel of the mountain and of 
loving couple of elephants. The damsel watching the field of 
grains exclaims in love and despair: *You came and ate then; 
I kept quiet without calling for help; but if you come and eat 
away at every time, will not my people be enraged? Now this 
has become your habit": so saying she slings against the parrot, 
this damsel of the youthful bosom to drive it.away (7). 


III 


The poet has thus sung this mountain of Siva as a Heaven on 
earth, the divine Arcadia, though difficult to reach. This very 
description makes us happy, making us forget all our miseries and 
transporting us to the heights of Heavens where we stay for ever 
as rulers of this divine happiness — that is the assurance which 
our poet gives to those who master forgeting all miseries this 


hymn — of Nāvalūran or the Ūran of Naval surrounded by paddy 
fields where live many a good soul (10). 
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CHAPTER LXIV 
TIRUKKĒTĀRAM 
(Hymn 78) 


I 


Our poet — our poet’s mind according to Cēkkiļār — goes 
beyond Badari, sung by Tirumankai Alvar of the Pallava period, 
to the still higher regions of the Himalayas, known as Kēdarnāth. 
In the previous Aymn nature appeared to our poet as the beautiful 
poetic form of the Lord. There itself we pointed out, that if 
Nature and this world appear otherwise as a spreading net of 
misery or as an endless ocean of suffering, it was due to the defect 
in our vision, to the defect in our behaviour—mistaking the world 
as a source of temptation and falling a prey to it. It is this latter 
aspect of the world that is emphasized in the present hymn. Our 
poet addresses the world at large against these temptations and 
against a life of futility, and exhorts everyone to utter in joy the 
name of this holy place of beauty and love, inspiring even the 
wild beasts to worship the Lord. Life, unless experienced as the 
love and beauty of the Lord, is ephemeral and futile and it 
becomes an illusion. It is sure to end in dust. It is a futile pano- 
rama — this limitless ocean of births — a trap of a body made of 
hunger and diseases. 


II 


«You roam about and labour in vain carrying this body. You 
do not know that the fox will one day tear away this body. This 
is the day appointed for its capture by the Lord of Death who 
proclaims it through the symptoms of coming end" (2). "A few 
eat the measured two ollocks of food. They work and save only 
to lose it all. ‘Is it proper?’ if you ask them, they reply, ‘We shall 
escape’ — ah, these men intoxicated with their intelligence! All 
this talk with those who fill up their body is vain” (4). 


“Pray, do not get more and more entangled in the trap of 
the women, of broad eyes flashing like swords. Before the Lord 
of Death, running a race with time, comes near you, approach 
the Lord, and esaape by becoming the servant of the Lord’? (5). 
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«You labour in vain carrying this burden of a body. You do not 
know this burden is futile. These men intoxicated with their in- 


telligence go along their path and fall down into the pit. That is 
fate” (9). 


III 


` He also suggests the way out. "You just mention the name 
of the Holy place Tirukkētāram”” — this is, as it were, the refrain 
of the hymn. “You perform Dharma or Aram or good acts without 
any delay. There are indeed Arams (to save you)" (1). “The 
Lord is more knowing than the knower. ‘There you see in Tiruk- 
kētāram, people worshipping the Lord and distributing freely the 
fragrant waters and food with a charming speech" (2). “Without 
wasting your time on those who fill up their body perform tapas. 
You see there at Tirukkētāram people worshipping the Lord and 
pouring the sacred waters to the East” (to the morning Sun) (4). 
*Become His servant and be saved. You need not discuss that 
His abode is something far off. It is equally here nearby. This 
Tirukkētāram is His abode” (5). ‘‘Tapas is there only when we 
attain Him (or when our ego is thoroughly removed and when 
we achieve complete self-control). The sacred bath in the holy 
waters is effected by the mind soaking through and through in 
the Holiness of Kuruksētra, Godavari and Kumari (Cape Como- 
rin). The inner mind must become crystal clear. That is the 
worship of Sri Parvata. The whole world is a-unity and even the 
parrot proves by tearing the fruits it eats, from South to North. 
The Lord is here at Tirukkētāram establishing for us all our goal” 
(6). 

IV 


The beasts and plants also are inspired by the holiness of the 
place; “The one-legged beings catch hold of the creeper and 
shower on the Lord the flowers reciting the mantras of the Rg- Vēda 
at midnight and in the midday with certainty that our Lord will 
save us all. The elephants stand in groups and pour down the 
waters of the mountain stream and shower on Him, the red 
powder" (3). “The old bamboo resounds like the musical drum 
reminding us of the musical compositions in Tamil. The golden 


springs full of light but sweet to the eyes, rain their diamonds. 
The elephants standing on the earth carr 


7 the gems and throw 
them away. This creates the music res ; T 


ounding all through the 
elephant speaks words of praise 


€ rg/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


TIRUKKETARAM 793 


and breaks down the old bamboos. The he-elephants stand in 
groups and shower the waters of the mountain spring. This ap- 
pears like rain from the bent up trunk of the elephants. The 
peacocks scratch the ground while the deer frisk about the gems 
are hurled up and thrown out" (8). 


V 


The Lord is described as the one whom Brahma and Visnu 
searched, going up and down as the Lord of the serpent and the 
loin cloth, the Deva (1). 


VI 


In passing, we notice the various ways of worshipping the 
Lord with flowers and water, through service and tapas, through 
Dharma and self-surrender. Our poet speaks of himself as the 
slave and follower of the Bhaktas of Siva inclusive of Tirunavuk- 
karacar and Tamil Nāna Campantar — his leaders (10). The phrase. 
"Tamil Nàna Campantar’’ is significant. 


VII 


This hymn shows that in the very act of giving his message 
of hope to the world at large, our poet has experienced through 
his inspired music and song a great happiness — the real bliss 
beyond all states. Our poet, therefore, assures that those who 
master this hymn of a sweet Tamil song will remain for ever in 
that self-same state of supreme divine bliss, beyond all worlds 
(10). 


T. 100 
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CHAPTER LXV 
TIRUVORRIYOR 
(Hymn 91) 
I 


The poet returns from his pilgrimage to the north back to 
the Tamil country. He comes and stays at Tiruvorriyūr, probably, 


still not deciding to go back to his original place of activity, viz., 
Tiruvārūr. 


II 


This hymn may be taken as an ‘akapporul’ song, a dramatic 
speech, by one of the damsels falling in love with the usual Bhik- 
sātana form of the Lord. The verse No. 4 is specific. 


“Enna telilum niraiyum niraiyum kavarvān 
Punnai malarum puravir rikalum 
Tannai mu®nam ninaikkat taruvan 
Unnap patuvān Orri yūrē”” (4). 


«It is He who steals away my beauty and my moral firmness 
and self-control. He shines in the sylvan tract where blooms the 
"Punmai” tree. He gives Himself away to be thought of, by His 


lovers, before everything. He is the One to be remembered. His 
abode is Orriyar" (4). 


Verse No. 6 speaks of the Lord as, "He who is possessed of 
me”. In other verses, this idea of the damsels falling in love with 
the Lord is conveyed in the third person. “He is the Lord of the 
red hue who steals the hearts of doll-like damsels playing with 


the ball and the parrot. (Others take the pāvai as referring to the 
Moine) mine our Lord and Sovereign. His abode is Orriur 
(2): (Itampēl is the reading now found. Perhaps it ought to be 
“itam ponm’). 


The Bhiksātana form is direct} e 
sat Y suggested . 5. “He 
catches hold of the EE ggested by verse No 


th hood. i t one. 
He, surrounded by the ganas, He is the grea 


h holds u the k ll t als the 
alms given by the damsels of slender SAM skull and ste 
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“He is of the coral-form praised by many beautiful damsels 
looking like the peacocks with their spread out tails and adorning 
their hands with bangles” (8). 


III 


The other purdnic descriptions of the Lord are also suggested— 
the company ofthe Mother (3), the covering of the elephant skin 
(3), the mat-lock whereon creeps the crescent moon (3), the bat- 
tle axe (6), the milk white sacred ash (6), the flag of the bull, 
(6), the Védic song (6), the destruction of the three cities (7), the 
white bull (7), (The last two lines of verse 7 are reminiscent of 
Campantar’s verse “‘Nanrutaiyanat......... Naratveļļēru onrutaiyānav”) 
and the crushing down of Rāvaņa (9). 


Bhiksātana begs for the soul and the love of His loving fol- 
lowers to save them and to relieve them of their Karmas and 
miseries. The idea of the Lord curing us of our karma runs through 
the whole of the hymn. “It is the temple of Him who removes the 
Karmas amassed by those who roam about about praising Him and 
in singing songs on Him" (1). “He isthe One who cuts away the 
kārmic bond or fetters of those who take refuge in Him” (6). 
*He is the great Lord best fitted to destroy the karmas” (7). **He 
is One who removes the karmas of all those in this world" (8). 
*He is the One who cures us of all the karmas which inflict us” 


(9). 
IV 


The joy of this freedom from karmic fetters experienced by 
the poet as he sings this hymn inspires him to assure those who 
learn and sing this hymn that their karmas also will pass away, 
(10), this hymn sung by Üran on Orriyūr (10), that Orriyūr on the 
seacost almost on the waves which dash against tlie city during 
the period of tides (2), the waves which roll and push each other 
and roam about on the beach (3, 8, 9), the waves which drive to 
the beach the ships and boats which are seen at a distance. (1). 
Incidentally the name of the place is probably explained as “Otam 
orrum tiraivāy Orriysre—the place at the mouth of the waves of 
the sea dashing against it” (9). 
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CHAPTER LXV (a) 
TIRUNĀTTUTTOKAI ((Hymn 12) 


TIRU ITAIYĀRRUTTOKAI (Hymn 31) 
ŪRTTOKAI (Hymn 47) 


I 


In connection with the Temple cult, one may bring together 
for study here alone the three hymns, probably, though not belong- 
ing to this period, giving the names of the holy places, hymns 
which Cēkkilār does not mention and which, therefore, we cannot 
in his scheme assign to any particular period of our poct's life. 
As Ifaiyārruttokai mentions Jtaiyaru, it must have been composed 
and sung when the poet visited the places north of Kaviri. Ürtto- 
kai and Tirunattuttokat mention Cinkati and Vanappakai respectively 


as the poet's daughtets and, therefore, must have been composed 
in the period succeeding his marriage. 


Il 


One of the hymns is Tirunāttuttokai (H. 12), the hymn giving 
the Nātus in which the respective holy places are situated. But 
this is not a correct label for the hymn as it does not mention all 
the respective Ņētus for all the holy places mentioned. The other 
hymn is Ūrttokai (H. 47)—a hymn giving the names of cities of 
holy places. The third is Itaiyārruttokai (H. 31)—the hymn giving 
the names of holy, places, where, however, every verse ends with 
the words ‘Ur Eytaman Itaiyāru Itai Marutē —"The cts ol the 
Lord is Jtaimarutu in Eytaman Itaiyāru. This must have been 
sung when the poet visited this holy place. Itaiyaru is the doab 
or the place between the two rivers and aes have very many 
cities so named, This Itaiyoru is famous from the times of the 
prolem aae Eea S. 141, 1. 23 gives the name of this 
place, Ifatyāru), having b . i ; 
To distin ia RM RUE x e favourite resort of the Colas 


3 3 tie ātus (inscripti e 
an (Dāvā Ne pions speak of on 


Zhn--thi aiyātu in Rajasraya Vala- 
vegāns ce called Eytaman Itaiyāru, whose si P neue 
or correct reading however is not clear 2 3 


—perhaps it is within the 
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Oyman Natu. (The interpretation ‘Eytu A(m) man Itaiyāru” — 
«Itaiyātu reached by the Lord’ is too artificial; for we find this 
phrase in every one of the verses suggesting that the whole phrase 
forms the names of the place). Inscriptions speak of the Temple 
here as Tirumarutan turai (146/1908). In keeping with this tradi- 
tion, our poet speaks of the temple as Jtaimarutu. 


III 

Maņģalams are kingdoms or Rūstrams — later on becoming 
Provinces of the Empires. Fisaya was the greater political unit. 
'Tondai Mandalam was divided into Kottamas. Kottamas probably 
mean the fortresses, the centres of all activities, which later on 
became the temples. We have Valanátus in the Cola country in 
the later Céla period which were units greater than the JVafus or 
districts. Xēftams were bigger units than the Wātus. As the 
Nāttuttokai mentions Kürram in the place of Natu, these two may 
be taken as equivalents. Kūrram literally means a division and 
this name for the division of a country is as old as the Cankam 
Works according to the commentaries (Purandniirru urai mentions 
Muttūrrukkūrram and Milalaikkürram in verse 24; Gintūmaņi, 
S. 1143 mentions Kürram). But in this very Aymn, one has Veņņik- 
kūrram and also Venni Natu, which are not synonymous and, 
therefore, are two different places. In the hymn Nattuttokat our 
poet mixes up the Natu as Visaya such as Ila Natu (7), Cola Natu 
(7) with the Watu as District such as Marukal Natu (1), Kontal 
Natu (2). 

The Wātu is mentioned with reference to some at least of the 
cities to distinguish the latter from other cities of the same 
names lying within the area of other  JVafus or 
districts. There were for instance, two Milalai, one in Vewu 
Natu (5), and the other in Milalai Natu (5). In other cases, 
the description suggests that a district came to be named 
after its important city or holy place — Marukal Natu after its 
city Marukal (1), Kontal Natu after its city Kontal (2), Kuruk- 
kai Nātu after its city Kurukkai (2), Venmikkürram after its city 
Venni (3), Milalai Natu after its city Miļalai (5), Nātikūr Natu 
after its city Nankür (4), Naraiyūr Natu after its city Naraiyūr (4), 
Ponnūr Natu after its city Ponmūr (6), Puricai Natu after its city 
Puricai (6), Vēļūr Natu after its city Vélar (8), and Vilattar 
Natu after its city Vilattar (8), Ina third set of cases the name 
of the Watu in the wider sense of a kingdom is given for purposes 
of description. Māntēttam is said to be in Ila Natu (7); Raméc- 
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curam in Tennātu (7); Turutti in Cola Natu (7). In Orttokai 
(H. 47) also, there are some names of Natus, though the name 
Nātu does not occur. Konkirkurumpir Kurakkuttaļi (2) is the 
temple at Kurakkuttaļi in. the Kurumpu Nātu or district in the 
Konku Nātu or country. 

In this enumeration of these holy places sometimes it is not 
clear whether we have to take the name as a proper name of 
merely as a description. In such doubtful cases we may mark it 
with an interrogation. 


SES. x 8 
Rak Sue E Se 
Name of Name of SEE] SSS a8 
the City the Natu SPE SES PRA 
S e Š $ e S bc] 
Kovalür Natu Nātu 1 1 
Tàlaiyür 
Takatur 
Takkalūr 
Tarumapuram Cola Natu l 
Marukal „Gēla Natu 2 l 
Tantantottam Cola Natu 
Tantankurat 
Tantalai (Nilnert) Cola Natu 1 
Alankatu Tontai Natu l 2 l 
Kalīppālai Cola Natu 5 | 
Koņtal 
Kurukkai Cola Natu 2 
Mūlanūr? 
Nālanūr? 
Kurrālam Pāņtiya Nātu 2 
Kurankanilmuttam Tontai Nātu l 
Vēlanūr? S 
Verīiyūr? 
Verni (dur) Cola Natu l 2 
Tenkur Cola Natu l 
Cirrampalam Cola Natu 
Cirappalti — Cola Natu i 
Pānkūr? à ‘ 
Katampanturat Cola Natu - 1 
Pūņkūr? 
Nāņkūr 
Naraiyūr Cola Natu 3 9 
Kilaivali? : 
Paļaiyāru 
(Vatatali) Cola Natu 


m l 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


TIRUNĀTTUTTOKAI ETC. ' 799 
vo E 
ERE E E is 
Name of Name of BAR RS ss S 
the City the Nātu e SE e 2E > g E 
$3 S 
Kilaiyam 
Milalai 
Tennür 
Kaimmai? 
T irucculiyal Pantiya Natu 1 
Tirukkanapper 
(Kalaiyarkoil) Pāntiya Natu 1 1 
Pannūr? 
Ennür? 
Ponnür 
| Puricai 
Mantottam Ila Natu 
Raméccuram PantiyaNatu 2 1 
Turutti : ; 
| (Kurrālam) Cola Natu l | l. 
| Neyttānam Cola Natu 1 5 x 
| Tirumalai i 
| Killikuti “A 
n Nannilam Cola Natu l à ae 
| Panaiyür “Cola Natu 1 ! y 
= Kaūcanūr Cola Nātu l zi 
| Nellikka Cola Natu J 
| Netunkulam Cola Natu i f 
| Kataimuti Cēla Nātu I 2s 
| Kaņtiyūr Cola Natu 1 1 (A 
| Vēlūr (Kil) Cēla Nātu 1 1 à 
Vilattür — 
Corrutturai Cola Natu 1 4 vili i 
Palanam Cola Natu jl 5o rā 
Pāmpaņi (Pātāļīccuram) Cola Natu l vii 
Pāmpuram Cola Natu I mecs 
Taficai i i d 
Taficakkai 
Valasiculi - Gola Nātu 3 
Punknr Cola Natu l 
Avatuturai Cola Nadu 1 


In the Urttokai the following places ar e cat: 
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S mg 8 
Sears. | Rens 
Name 9 Name of su = S a S 
the a the Natu > "Ba SrA ert 
SENS" S” S oN 
Gc ES z 
Pattür? 
Pānankāttūr Tontai Natu l 
Māttūr? 
Kurumpu Konku 
Kurrālam Pantiya Natu 2 
Kota Cola Natu l 
Vaymür Cola Nātu l 2 
Niraikkātu? 
Mifaikkātu? 
Maraikkātu Cola Natu 4 5 l 
Manturai Cola Nātu 1 
Kēņam? Ila Natu 
Tirukkonam Ila Nātu 1 
Ārūr Gēla Natu 5 21 8 
Aiyaru Cola Natu 5 12 l 
Alappur? 
Karukāvīr Gēla Natu l l 
Pērūr 
Pācūr Tontai Nātu 1 2 
Marukal Cola Natu 2 l 
Mākāļam (Ampar 
(Mākāļam)? Cola Natu 
Karukal? 
Venni Cola Natu 1 2 
Kāņūr Gēla Natu l l 
Venkūr 
Vilamar Cola Natu 1 
Nānkūr 
Tēnkūr Gēla Nātu l 
Nallūr Cola Natu 3 2 
Palanam Cola Natu 1 5 
Anaikka — Gēla Natu 3 3 
Aņņāmalai Cola Natu 9 8 
Turutti Cola Natu l l l 
Neyttānam Cola Natu 1 5 
Parutti niyamam 
(Paruti Niyamam) Cēla Nātu 1 
Puliyürccirram- j 
palam (Chidam 
baram) Cola Natu 9 8 1 
Pukalūr Gēla Nātu 9 5 1 
Miitur? > 
Katavir Cola Natu 1 3 1 
ee a S L 
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Name of 
the City 


Name of 
the Nātu 


of hymns 


sung by 
Campantar 


No. 


In the /taiyarruttokai the following places are mentioned: 


Muntaiyür? 
Mutukun ram 


Kurankaņilmuttam 


Tiruvārūr 
Pantaiyūr 
Palatyaru 
Palanam 
Paiññili 
Itaiyāru 

Cur rumūr? 
Culiyal 
Copuram 
Orriyür 
Ural 
Katankalür? 
Karikkarai 
Kayilayam 
Vitankalür? 
Venni 
Annamalai 
Kaccaiyūr? 
Kāvam? 
Kalukkunram 


Karonam (Nakai, 
Kacci, Kutantai) 


Katavū, 
Vatapērūr 
Kacciyūr 
Kacci . 
Cikkal | 
Neyttāņam 
Milalai (Vili) 
Niraiyanūr? 
Ninriyūr - 
Kotunkunram 
Piraiyanar? 
Perumür | 

Pi 


Natu Natu 7 
Tontai Natu 1 
Cóla Natu 5 
Cola Natu 

Cola Natu l 
Cola Natu l 
Natu Nātu 

Pāntiya Nātu 

Natu Nātu 1 
Tontai Natu ] 
Tontai Natu 1 
Vata Natu 2 
Cola Natu 1 
Natu Natu 2 
Tontai Natu l 
Cola Natu 1 
Tontai Natu 24 
Cola Natu 1 
Cola Natu Wee 
Cola Natu .. 15 
Cola Natu 1 


IUE Natu zn a 


| "roii 


801 
di i 
SHE DHS 
SSA SPF 
; 8 Pee 
S Ss 
z z 
1 3 
21 8 
1 
5 
1 1 
l 
1 
5 2 
1 
Š 
4 1 i 
2 T 
E 
1 1 
3 l 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


802 PILGRIM’S PROGRESS 
Az = es x z RES 
Name of Name of ā "E = o 5, c Š 
the City the Natu S E E S E : ae 
e e 
S x = 
ee SSS 
Valañculi Gola Natu 3 2 
Tinkalür (of 
Appüti) 
Pattinam (Kavirip- 
pümpattinam) 
Ür (Uraiyūr) 
Nankaļūr? 
Naraiyūr Cola Natu 3 2 
Nālūr Cola Natu 1 
Naninalicai? 
Tankalür? 
Tēcanūr? 
Akkür Cola Natu 1 1 
Nanipalli Cola Natu 1 1 l 
Nallāru Cola Natu 4 2 1 
Pēraņūr 
Peruvēļūr Cola Natu 1 l 
Tēranūr? 
Kurankātutu rai 
(South) Cēla Nātu 1 l 
Kurankatuturai 
(North) Cola Natu 1 
Koval Natu Natu l 
Eytaman Itaiyà- 
Titaimarutu 
Itaiyaru Natu Natu 1 
My 2) 
IV 


In the Ūrttokai (H. 47) the poet follows a novel way of des- 
cribing the Lordin relation to the holy places—the Ocean (of love) 
of Kāttūr (1), the Mountain of (good gualities) of Katampūr (1)» 
the Sprout of Kēftūr (1), the Sovereign of Aluntar (1), the Virtu- 
ous of Mattar (1), the Bridegroom of Vaymar (2), the Lord 
father of Ārūr (4), the nectar of Aiyāru (4), the Lon father of 
Alappür (4), the Sheaf (of Grace) of Karukal (5) the Sugarcane 
of Venm (5), the Sugr candy of Kānūr (5) E the Prince of 
Nallūr (6), the Hara of Ānaikkā (7), the Pene of Turutti (8), 
the Wise of Pukalūr (9). Itis for further research whether these 
were the descriptions current in that age. As for Kēttūr, itis 
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clear that it was so, for Nana Campantar has sung of the Lord there 
as ‘Narkoluntw and He is even now called ‘Kolunticar’. 


In the Wāftuttokai (H. 12), the poet describes the cities as the 
places where resides the Lord. In the Jtaiyarruttokai (H. 31), 
the emphasis is on Ifaiyārru Itaimarutu as the city of the Lord 
though the other cities of the Lord are also mentioned as though 
by way of contrast. 


V 


The Puránic descriptions also occur. In Ūrttokai (H. 47), we 
get references to His ear adorned with conch ear-ring (2), the 
fire in His hand (2, 3), His midnight dance in the graveyard (2), 
His mat-lock full of water (3), His Crescent moon (5, 9), His 
konrai garland (7), His banyan tree (8), His destruction of the 
three cities (9), vanquishment of Ravana (9), and His elephant 
skin (10). 


In the Nāttuttokai (H. 12), we get references to His detsruc- 
tion of Death (1), His ride on the bull (1), His three eyes (3, 10), 
His beautiful ash (3), His company of the damsel of sweet words 
(5, 9), His long mat-lock (8), His blue throat (8, 10) and His 
roaming about making serpents dance (10). 


In the Itaiyārruttokai (H. 31), we have references to His 
bull (2), His sharing His form with the Damsel (2), His waist- 
string of a serpent (3), His touring life of beggary (4), His feast 
of poison (7), His banyan tree (7), His conquest of the Sun (7), 
His flower of *Erukkw (7), Mattam (7), His crescent moon (9) 
and His sharing His form with Visņu (9) (Sankaranarayana). 


VI 


The philosophical significance and religious worth of the 
Lord are also brought out in these hymns. The very descriptions 
already referred to of the Lord in relation to the holy places em- 
phasize His beauty, His Grace, His knowledge and His power. 
He is the Lord praised by many by those to whom verses over- 
flowed (47:1). He is the eternal youth (47: 2), the most Beauti- 


. ful One (47: 2). He occupies the Heart (47: 3). He is of the 


Birthless path (47: 4), i.e., the path leading to the birthless stage. 
He is the path unknown even to those who have undertaken the 
duty of ruling and protecting the Heavens (47: 7). He is the 
sunshine; He is the air (47: 8). He is the Tēcan (31: 8), the 
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shining one or the Lord of the lands. He is Paramétti (31: 8), 
the Supreme God; He is One who destroys the sin (31: 8); Īcan 
(31: 8) the Lord; Paramcēti (31: 3), the Supreme Light; Niraiyan 
(31: 5) the Perfect One; Maraiyan (31: 5) the Lord of knowledge; 
Iraivan (31: 5) the Sovereign or Omnipresent; Pēran (31: 9), the 
Lord of gifts; Tera» (31: 9), He who is of clear wisdom. He is 
Nampan (12: 3) our Lord; and ‘Enka! Piran’ (12: 6) our Patron. 


VII 


Our poet's prayers and his expression of his relationship with 
God are equally significant. *'O, Lord of Kailas, coming and 
occupying my mind and continuously reforming it (47: 8), will 
you not show yourself for a while unto me, O, father of my 
father (47: 3)? Make mie sing of you without ever forgetting 
you (47: 1). Apart from these personal requests, as usual, he 
rises to a universal level and prays in general for all the devotees: 
“Weed out all the miseries of your servants" (47: 2). "May 
you shower your Grace so that there may depart the terrible 
diseases and Karma rushing on your servants who have taken 
refuge in you with all love” (47: 5, 6, 8). "May you order your- 
self to be drunk by your devotees” (47: 5). And our poet praises 
the devotees: “They are the people who alone leaving their 
guard over the flesh, love you and realise you”. (47:7). In 
Tirunāttuttokat, there is no such prayer but there our poet asserts 
that the Lord is the great light (12: 9), curing the old karmas as 
soon as one worships Him. He also speaks of God as the 
great Beginning worshipped by His servants whose is the 
great order or command (12: 11). In the Itaiyārruttokat 
he describes Ofriyūr as the city where the servants of the Lord 
flock together (31: 2). Tiruvākkūr is described as belonging 
to Him who stands for the karmas to be erased out (31: 8). We 
have seen our poet laying great emphasis on Tamil and its 


great message, giving us a picture of the saints of the Tamil land. 
ae poet calls this group, “Our group!’ In describing Itaiyāri= 
fāimarulu, he speaks of it as ‘Tamilan entu pavikka valla enkal’ 


(ur) (31: 6), “(the city of) ours who contemplate on the Lord as 
the Tamilian’. 


VIII 


The'poet speaks of the Lord as : x 
His places — askontat (12: 1). He peoks of che Lord 25 


He speaks of the Lord as 
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residing there—‘Uraiyum’ (12: 4), and of freguenting incessantly 
—‘Payilum’ (12: 4). He resides every day—‘Nalum’ (12: 8). 
These are the places which He loves—‘Katalikkumitam’ (12: 9), 
‘Méya’ (12: 10). There are cities which He loves—'Iccai Ur’ 
(31 : 4); and cities where He is—*Irukkum Or! (31: 7). 


In Ūrttokai the word, *Urai (47 : 4, 5, 6) is very often repeat- 
ed. The Lord enshrining Himself in so many cities is, therefore, 
spoken of as the Great One who lovingly wanders about in all 
the Natus (12: 11); He speaks of the Lord as the gem of all the 
Natus (12: 7). In the Ürttokai our poet states that he con- 
templated on the idea of the Lord protecting various holy cities 
and has thus come to sing that hymn (47: 10). The devotees 
flock there as already stated (31: 2). This city of temple (/fai- 
yāritaimarutu) is the holy place where the people of clear vision 
get their mind clarified and are made of firm resolve (31: 10). 


Our poet describes some of the holy places as briefly as possi- 
ble. In Marukal the plantains are said to ripen and the plantain 
is the holy plant of this place (12: 1). Kalippalai is described as 
being surrounded by 'kantal a variety of sword flower plant; 
‘muntal’ a variety of thorny plant—plants which abound on the 
sea shore, an appropriate description of the city which lies on the 
sea shore near the back waters (12: 2). 


Mutukunram is described as "Muntaiyūr, (31: 1), or the 
ancient city, probably emphasizing the epithet ‘mutu’ in the name 
*Mutukunram'. Tiruvārūr is described as that of the Lord who 
reaches well the city of the heart (31: 1). | Tiruvárur is 
often spoken of by the later generation as the very heart of 
the world and there is also the tradition that the Lord of 
Tiruvārūr is the Lord of the Heart of Nūrāyāņa sleeping on the 
Oceans. 

Tiruppunkür is described a 
and jump the vāļai fish (12: 10). any 
place beautifed by the gardens (12: 10). Itaiyāritaimarutu is 
spoken of as being dashed against by the waters of Pennar (31:2). 
This makes it clear that this holy place must be on the banks 
of Pennar and not in any other place. Nālūr is described as ‘Nani 


nāličai Nālūr” (81:6), as the place where resound the four kinds 
strings and metal, thus in 


me Nalur. Or, it may 
Karukāvūr is described 


Avatuturai is described as the 


of musical instruments, skin, wind, 
a way suggesting the explanation of the na 
be that ‘Nani nālicai” is another place. 
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as lying in a pastoral region surrounded by gardens with over- 
hanging clouds (47: 4). Kafavür also is said to be in a pastoral 
region full of sound (47: 9) — 'Kalicēr puravin Kafavir'. In other 
places the descriptions are merely denoting the direction: ‘Panai- 
yür is described as the * Pana yür* of the south — ‘Ten Panaiyür 
and Kaficanur of the North-Vatakancanur, (12: 8) — He speaks of 
one 'Vata Pzrür, (31 4). 


IX 


The poet calls himself “Oran, Vanappakai appa» and Vanroy- 

tan’ (H. 12); “Vanrontan and Oran” (H. 31); *Cinkatitamman, Oran, 

Cataiyan Ciruva? and Atiyan’ (H. 47). The poet says, «With a 

reverential fear “Māni” he composed that hymn, ‘Nattuttokat” 

(12: 11). It is not clear what that fear was duc to. In that verse, 

he speaks of the devotees worshipping Him and the fear was due 

perhaps to the incompleteness of his description and enumeration 

of the temples he has sung and to be enumeration of the holy 

places. As already stated, these hymns come in the best tradition 

of the Šaivile saints— of Aiyatikal. Katavarkon, who has sung 

i Ksēttiravenpā, of Campantar who has sung Ksettirakkovai and of 

Appar who has sung Ksēttirakkēvaittiruttāņtakam and Ataivuttirut- 

tantakam. These hymns emphasise the cult of the temples where 

the Lord stands as an incarnation of beauty in the liiga and 

Y in the images within these temples. These temples are to be 
Li looked upon as heavens on Earth. Those who sing of these tem- 
ples are therefore, worshipping that way experiencing the highest 
state of bliss of Paraloka becoming devoid of all their karmas, 
happy in the thought of their certainty of His Grace. Therefore, 
M our poet assures the readers of his hymns the same experiences. 
ķi With reference to Nāttuttokai, he states that those who praise the 

i; Lord with the musical song composed by him will reach Paraloka, 
the Supreme Sphere beyond everything else (Instead of *cērvār 
xs Paralókam' we have ‘Cér Paralokam’—12: ll—reminding us of 
Tiruvalluvar s usage ‘Koloarum kaloarum nzr' (813) where ‘nér’ stands 

IN. for ‘nervar’ — an example of the grammarian’s ‘kataikkurat ). 
M ijas F aa karma of those who speak of 
y will become cool, calm and happy” 


(31: 10). In Ūrttokai, he affirms that those who seated in a happy 
mood, open their beautiful mouths to recite this hymn of our poet» 
will be in Sivalēka (47: 10). lees P 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


PART VI 
AWAY FROM ORRIYŪR AND CANKILI 


INTRODUCTION 


I 


The hymns sung by our poet after he left Orriyür deserting 
Cankili, and losing his eyesight therefor till he reached Tiruvarir, 
are included in this part. There is a feeling of sincere repentance 
and heartfelt sorrow, running through all the hymns, though his 
firm faith and high spirituality stand revealed therein. His great 
attachment to Tiruvürür shines here as the great guiding light. 
Perhaps the political complications were getting resolved almost 
inviting the poet’s re-entry into the political arena. The hymn on 
Nākai-k-kārēņam gives us a picture of our poet as a chieftain, 
Hence that hymn also may be included in this part itself, for in 
the next part there seems to be a change in his life. 


II 


Our poet exclaims in these hymns as follows: “How can I 
remain separated from the Lord of Tiruvārūr?” (H. 51); “O, Lord 
of Orriyūr! Save me from this pain, this disease and this blind- 
ness” (H. 54); “O, Pasupata, Great Light! Remove my sufferings” 
(H. 69); “I inquired, are you inside the temple, but alas! the 
Lord replied, we are here all right; you go your way” (H. 89); 
“Do not great mēn excuse the faults of their servants, O, Lord of 
Alankatu! Y shall become the slave of your followers” (H. 52); 
Ah! How I, a mere slave, got the eyesight to see the Lord!” (H. 61); 
“When am I to meet my father, my Lord at Tiruvārūr with joy! 
(H. 83); *I have seen Him, the Lord of Āmāttūr; I sing of Him" 
(H. 45); “Tell me, O, Lord of Nelvāyil Aratturai, a strategy OT 
a place of escape" (H. 3); *Shower your blessings, O, Lord of 
Tiruvāvatuturai, by assuring me, ‘Fear not’. Who is there as my 
relation or my help if not you?" (H, 70); “I cannot forget, enjoy, 
know, sing or praise the Lord, nor can I get away from His path 
or decry Him” (H. 74); “O, my Father! Pray, out of pity for me, 
cry alas!" (H. 96); "You birds, beasts and clouds! Are. you capa- 
ble of informing Him of my miserable conditions?" (H. 31); «The 
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followers suffer, O, Lord! You take no note of them” (H. 95); 
“Well, to become prosperous, having heard the story of your 
Grace I took refuge in your feet? (H. 55); “Do not pretend to be 
a beggar; You must give me gold, horse and food" (H. 46). 


III 


Apart from the holy places which he describes as Heavens 
on earth, Nature appears to him in the beautiful form Palaru, 
Nivā River, Kaviri River and the sea, Orriyür, and Negapatam 
(Naka-p-pattinam). Purānic stories are also mentioned. Bhiksatana 
form has been referred to as the art motif of our poet. He, as 
the lady-love pines for the Lord. This is the mystic way. 


IV 


The last verse of each hymn as usual describes the goal to be 
reached, the goal which our poet assures us that those who recite 
his hymns will attain, It is described as Paragati above the people 
of the world, the highest, higher than the high spiritual sphere — 
the world of good path, the golden Viņņulakam of the virtuous, the 
Amarulaku reached through the path of Tapas. Those who reach 
the goal are beyond the reach of the cruel karma having attained 
His feet without any falsehood; they are the most virtuous, and 
they have cut away their fetters of births and deaths, knowing 
no old age or misery. This goal is sometimes spoken of in terms 
of sovereignty and rulership as one of becoming the rulers of 
the Vinnulaku, Vinnavar, of becoming the sovereigns riding on the 
elephant and ruling the whole of the Heavens. The happiness of 
Dancing, Singing and Worshipping the feet of the Supreme as 2 


holy community of Bhaktas is itself sometimes described as the 
goal. 


V 


The cult of Bhaktas is thus emphasized. In the Tiruvalankātu 
hymn, the poet seeks to become the slave of the followers of Siva. 
Reference is made to the community of Bhaktas as the unique 
brotherhood. The learned worship the Lord. So, do the poets. 
Agamic rites are also mentioned. Worship with lose, music; 
Pañcagavya, especially milk and ghee, worship through poetry» 
and with mantras especially Aūcupadam or Pañcākşara worship at 
the three points of the day or Muccanti are desia as obtain- 
ing during the poets age. We get more details in Kafcivaram 
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hymns where the poet describes the worship of the Lord, by the 
Mother—coming near Him, taking refuge in Him, embracing Him 
in love, praising and worshipping Him and contemplating on Him 
in joy. Our poet speaks of Muttar, Cittar and Pattar as the vari- 
ous kinds of the followers of Siva and identifies the Lord with 
these. Tapas is another mode of worship and our poet brings 
out the importance of the sufferings of the world as a mode of 
Tapas. Our poet refers to Candésvara, Eyarkon Nana Campantar, 
Navinukkaraiyar Nāļaibpūvār, Koccenkanan Cakkiyar, Kannappar and 
Kaņampullar. To justify this gospel of Grace, our poet speaks of 
the faults of these saints becoming great merits in the eye of the 
Lord. He paints the whole world of men, beasts, serpents and 
all as a happy family of worshippers. 


VI 


Our poet also emphasizes the harmony of all religions, the 
six great religions being each one of them according to the fitness 
and development of the varied souls. 


VII 


The Lord is herein also praised as drāvamudu, Misilamam 
and Maruntu, thus emphasizing the bliss aspect of the Lord and 
His being the Supreme value curing us of our great karma; for He 
is described as being responsible for births, deaths, delusions and 
salvation. Reference is also made to Sivoham Bhavana or con- 
templation and our poet explains its difficulty by crying out, 
“I cannot contemplate that I am yourself”. The Lord is Paraficóti, 
Tantavilakkin coti, the eye of those who want to see Him. hese 
emphasize the Jaana or Cit aspect of God. Purity and holiness are 
also asserted. He is the Truth, the Blotless, the Holy. He is the 
great path, the path of the Vēdas. 


Though our poet repents, he also asserts, “I do not know what 
mistakes I have committed”. But at the same time in describing 
the gospel of Grace, he refers to the Lord saving him though he 
had forgotten the Lord, thus suggesting the ‘Marjara Kisora 
Nyaya’. In other places he speaks of himself of his own accord, 
coming to serve the Lord whole-heartedly without his being a 
hypotheca, a statement which is difficult to be reconciled with 
the story of the ancient document of slavery of our poet’s family. 
The Venneinallir incident is found described in detail in this 


Part. 
T. 102 
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God is described as Truth, Beauty and Goodness. He is the 
great dancer, the great Artist while He is the very form of Art, 
Tamil and Music. He is our inseparable companion whether on 
the right or wrong path, always residing in our heart. His Asta- 
mürta and His being all kinds of relationship are again and again. 
emphasized. He is Pašupati, Paramētti, Karuņaiccēvakan. He is 
also described as **Maiya?"' a term which is not clear though we 
had tried to explain. The Lord is everything but if this is forgotten 
the world becomes a trap of death, miseries and illusion, Our poet, 
therefore, begins his message with emphasizing the ephemeral 
à nature of this world. 

= wie bes ue 


NC 

B Apo 

s : 
EN ——ÀQ 


Jus bi "ds in 


EU 


iion 1204 
+ ‘ 
Fang oso 
R "ta "we E rics 
"E M 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


CHAPTER LXVI 
TIRUVARUR 
(Hymn 51) 


I 


Though this hymn is addressed to the Lord of Tiruvārūr, it 
was really sung at Tiruvorriyur where the thought of Tiruvārūr 
came once again to the poet. At Tiruvorriyūr he had settled down 
and married Cankiliyar. There can be no doubt about this inci- 
dent of Cankiliyar’s marriage with our poet. But we had already 
suggested in our study of the number of verses sung by Ararar 
that the other details about this marriage we could not be sure 
of. He must have promised not to part from Caxkiliyār, but under 
certain circumstances he must have been forced to leave her. The 
poet must have felt a kind of psychological or spiritual guilt which 
brought him the blindness of his eyes. He repents and completely 
surrenders to the Lord which brings a gradual recovery from this 
sense of guilt and he gradually regains his eyesight, a recovery 
which is equally spiritual and psychological. It is this spiritual or 
psychological development of an escape from a sense of guilt 
which we see in the next fifteen hymns sung by our poet whilst 
going back to Tiruvārūr. 


According to tradition, our poet married Cankiliyar whilst 
Paravaiyār was at Tiruvārūr. There is no internal evidence in Ārū- 
rar’s poems to prove this conclusively. There is nothing against 
a suggestion being made that the marriage with Camkiliyar was 
effected after the life time of Paravai. In this very hymn he refers 
to the Lord saving him by bestowing upon him Paravai (10). But 
that is referred to in the past tense (10). In this very hymn also 
he refers to the Lord bringing him and Cankiliyar together (11). 
In Hymn No. 69: 3, he speaks of the Lord depriving him of eye- 
sight because of the Cankili incident. In Hymn No 45: 4, he refers 
back to his experience with Cankili: 

Orntanan orntanan ullattul ļēninta vonporul 
Cērntanan cērntanan centu Tíruvorri yürpukkuc 
Qürntanan carntanan Gankili menzol tatamulai 
Ārntanan ārntanan Āmāttūr aiyan. aruļatē”. 
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“J realized that bright reality inside my mind. Reaching that 
place, I entered into Tiruvorriyür. Then I embraced Cankili. That 
way, I became full of the experience of the Lord's Grace". He 
thus suggests his experience with Qankili was a kind of divine 
experience. Itis necessary to read Cekkilar’s poctry for appreciat- 
ing this point of view. In his Aymn on Tirunākaikkārēņam (H. 46), 
where our poet begs of the Lord to give him a horse and scimitar 
and other paraphernalia of power, he addresses the Lord as one 
who is the prop unto him and unto Paravat and Cankili (46: 11). 
That hymn may prove that our poet was becoming great political- 
ly once again but not that Paravai was alive at the time of the 
hymn for admittedly there was no physical relationship even with 


Cankili at the time of singing that hymn though she was mention- 
ed therein. 


i Perhaps the political conditions have improved in his favour 
by the time of his singing this hymn. In is also clear that the poet 
has a special attachment to Tiruvārūr temple. Therefore, he feels 
all the more this kind of ostracism from Tiruvariir. 


II 


— In this hymn our poet gives vent to this feeling of separation 
and exclaims, "For how many days caa I live separated from 
my Lord of Arar?” (1). “How can I get on separated from Him?” 
(2). «To wither away without His company, in which place shall 
I live separated from Him?” (3). “Without His company, in what 
way shall I live separated from Him”? (4). “In what capacity 
shall I live separated from Him?” (5). "To become what, shall 
I live separated from Him carrying this body?” (6). ‘‘Without 
reaching Him, to do what shall I live separated from Him?" (7). 
“Forgetting Him thus, to know what, shall I live separated from 
Him?" (8). “Leaving Him away, having what shall I live sepa- 


rated from?" (9). “Alas! Foolish and poor me! Shall I live sepa- 
rated from Him?" (10). 


. Our poet speaks of his own life in relation to the Lord: “That 
disease covered me, a sinner, so that T may leave off my love and 
service unto God. I have now realized the significance of this. I 
shall go and fall at the feet of the Lord." (1). “Born in this 


body t 2 au SN here, I am without any sense. Here, thus I was 
born in this birth of misery and I was suffering to the point of 
exhaustion" (3). 8 P 


«€ 
But He came thus, so that I may not be 
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exhausted and He saved me" (4). “I have not known that great 
wealth unknown to Vissu and Brahma, I, of cruel karma. I am 
a stubborn fool; I had not thought of the Lord from the beginn- 
ing" (5). *He became the seven tunes of music, the fruit of 
music, the sweet nectar, my friend and companion in my misfea- 
sance. He saved me by making a gift of Paravai of the beautiful 
eyes" (10). “He feasted on poison, giving away the nectar to the 
Dēvas. In a similar way, He considered me, an insignificant being, 
as of importance, and He, the real Truth, brought me and Cañkili 
together" (11). 


III 


Our poet gives expression to his feeling of divine bliss and 
divine greatness. He addresses the Lord as real nectar * Ar amudu’ 
again and again (2, 4). He speaks of the Lord as the pearl, as 
the precious gem, as the diamond (1), as the rare medicine — 
*Arumaruntu! (4). Heis the Lord of qualities possessed by no 
one else. (5). He is the One who has no other to compare with 
Himself (5). He is that great path, the beautiful path, that 
straight path (8), the divine fruit of education (9) (Compare: 
‘Karratanal aya payan enkol Vāalarivan narrāļ tolaar emn — Kural: 2). 
He is One who resides in the heart giving joy to our imagination 
(9). Our poet calls Him Sizamürti (2). 


IV 


Our poet also refers to the Purámic stories about the destruc- 
tion of Manmata (2), the feast of the poison (3), His firelike form 
(4), the deer held in His hand (4), Viszu and Brahma unable even 
to know Him through contemplation (5), His destruction of the 
three cities (6) and the Lord of Death (7), His lightning-like mat- 
lock (7), His bull (7), the Absolute worshipped by the people of 
the Heavens in the ancient path (8), the Lord worshipped in the 
beautiful path by the Deathless (8) (here also our poet makes a 
distinction between the Amarar and Vānavar), the upright path 
of His servants (8), the sprout of the Dēvas (8), the Lord with 
the eye in the forehead (9) and his convering of the elephant skin 
(12). 

V 


place of Tiruvārūr as the city where 


Our poet describes the 4 
calls this hymn as 


spreads the unique fame of great men and he 
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his very words uttered by him whilst hankering after the feet of 

Siva of Tiruvārūr (12). He describes himself as Ārūrat, Atittontan, 

€ Atiyan (12). He assures those who are masters of this hymn that 

like him feeling elated and beyond the reach of the common men 

whilst singing this hymn, they would also be head and shoulders 

above the people of this world (12). The last verse reminds us 

— ofthe tenth verse in Hymn No. 86. (Or Üran is not clear — 12) 

h 3 — perhaps it means that the poet was visiting shrine after shrine. 

| T is term — ‘Ur Oran’? — occurs also in Hymn No 90: 10 and in 
 Campantar' s hymn No. 3: 65: 2. 
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CHAPTER LXVII 


TIRUVORRIYOR 
(Hymn 54) 
I 


In the previous hymn itself, the poet had resolved to go 
to Ttruvērūr. This should amount to deserting Cankili. This 
sense of guilt was there in that hymn, but it took the form of con- 
demning himself for having deserted Tiruvārūr. Modern psycho- 
logists will explain this coming in of the idea of desertion of Tiru- 
vārūr instead of Cankili as the work of the unconscious mind. 
Whatever that may be, in the present hymn, the poet refers to the 
loss of his eyesight and the sufferings he experienced as a result 
of Cankili’s incident. 


The meaning of this hymn is not quite clear in many places 
probably because we do not know all the details of his life in 
relation to his love with Cankili, the details which he probably 
refers to in this hymn. It is a lamentation of his heart. His feel- 
ings are confused and that also probably explains the difficulty in 
understanding this hymn. Perhaps the hymn has not also come in 
the original form in which he has sung. But nobody can miss 
herein the pathos and the sincerity of the poet. Every verse ends 
with the words, “‘Orfiyuir ennum ur uraivane’’—‘“‘O, Thou, who 
livest in the city known as Orriyūr”. The rest of the verse ex- 
presses the feeling of misery and despair of the poet, all at the 
same time revealing his complete self-surrender to the Lord. 


II 


This hymn is so much pre-occupied with the personal aspect 
of the Poets life that there is not much room for too many refer- 
ences to the Purānic descriptions of the Lord. Even the few refer- 
ences become one with his lamentations. The reference to the 
three eyes of the Lord (4) heightens the effect of his lamentation 
that God should deprive of his eyesight whilst He Himself has 
an extra eye. The poet speaks of God as being adorned with 
the honeyed konrai flower (6) probably to suggest that the Lord 
Himself is as much fond of adornments and pleasures. The 


https://archive.org/details/muthulakshmiacademy 


| 
| 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


816 PILGRIM’S PROGRESS 


poet speaks of the Lord embracing the damsel of the Mountain 


_ (8) and crowning Himself with the damsel of the Ganga of 1000 


faces (i.e., which has a thousand branches) (8). This comes in, 
as a kind of retort to the possible complaint against the poet’s 
love episodes with Paravai and Cankili. In another place, he 
addresses the Lord as the author of the Vēdas (9), probably sug- 
gesting that as an author of the Vēda, that regulates justice and 
spiritual life in this world, . the Lord should not have made the 
poet suffer. The poct speaks of the Lord shining in the beautiful 
eight forms (2), the five elements, the sun, the moon and the 
soul. This is probably to suggest that the Lord being thus every- 
thing would know all his sufferings without the poet himself giving 
expression to them; this universal aspect is becoming more and 
more prominent from here. 


In another place the poet speaks of the mat-lock upon which 
rests the Ganges (3). In that context the poet is referring to the 
Lord as the greatest bliss and describes Him in terms of swect- 
ness, the sweetness of the sugar-cane, sugar-candy and the nectar. 
In describing the Lord as the sugar-cane, the poet sings, *Gangai 
tankiya cataiyutaik karumpe" .— Sometimes the word ‘catat’ is used 
for the blades of the members of the grass-family; c.f., *Cataic 
cenne” (Nalavenpa, Swayam., 68); ‘Cataippul’ (M.M., 331). The 
sugar-cane with thick lustre of blades may be spoken of as *Gatai- 
utaik karumpw’. When the blades are green and full of water, one 
is justified in describing it as '"Gargai tankiya cataiyutaik karumpu’’. 
Thus punning on this phrase, one can make that equally appli- 

cable to the Lord and the sugar-cane (Gatai may also mean roots: 


Kallātam: 82: 3, when *Gangai tankiya cata? may mean the roots 
standing inside the Ganges; i.e. water). 


III 

Our poet has found some place for describing the sea at 
Tiruvortiyūr; that shows his love of Nature. But those descriptions 
also fit in with the context. The conches and the pearl-oysters 
and the ‘calaficalam’ or the king conch, resound in the sea when 
the flow of the tides is gathering up diamonds pearls, gold and 
gems (3). The rising dark sea thus comes Ta goes ne de were, 
in a procession at Tiruvortiyär during the days of tides (3). T his 
description of procession is in keeping with his description of the 
Lord as the sweetest and as the most precious, the beautiful 
bridegroom—suggesting a bridal procession, The cool sea drives UP 
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the tides which come and move about at Tiruvorriyür as though 
in a procession (9). 


IV 


One may now turn to the lamentations of the poet making as 
best of the meaning as one can. With this body of dirt, I took 
refuge in your beautiful feet; if even that is something that I 
should suffer, O, Lord! (You know that) people of the world 
receive the (goat's) milk, even though it means removing with 
their hands its dung. Even if I do wrong I never wrong your 
beautiful feet. Even if I fall slipping down, I know of no utter- 
ance except that of your beautiful name. O, pray tell me, any 
medicine for pouring into my eye" (1). 


*I am a miserable being. I came to be born. I became your 
servant because of loving Cankili. What can this slave of yours 
explain—to do what? Though I am passionate, I shall never be 
false to your beautiful feet. Even if I turn false to the service of 
your beautiful feet, I had sworn to accept all that you might do 
for me” (2). 


*You are the sugar-cane, the candy, the prop for many, a 
goose-berry (JVelli) in the hands of your followers, the nectar 
within such a fruit. To whom shall I explain my miseries?" (3). 


“It is not a relationship by birth (Īnru), or by marriage or 
adoption (Kontatu). Those who appear at the time of need, per- 
form acts of mercy, they are the people whose wealth is love. 
What does it matter if they areanything? If people say anything 
(scandalous against them) you do not say, hard words to them. 
It may also mean, ‘It is not a relationship by birth; but what 
does it matter if those who love you are anything? You appear 
and bless them. They praise you. You do not say anything 
against them — (but things are different for me). You are the 
Lord of three eyes and in spite of it, if it is justice and a proper 
rendering of an account that you should take away the eyes of 
your slave, bless me at least with a suitable walking stick” (4). 


“I try to get into the path. : i 
yourself. (This refers to Sivoham bhavana— or of identity). Like 
the water caught in an eddy, I whirl round and round and my 
mind whirls round; save me from anyone dragging me quickly in 
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haste, catching hold of my walking stick, even as he will, a dog, 
tethered to a pole. Pray, do unto me what is merciful" (5). 


“J was caught in the net of the beautiful deer-like eyes ofthe 
damsels and I suffered. I was afraid of the cruel karma which had 
come to my share. I have not contemplated on your good acts 
and good qualities. Even I, desire, however, but only this much. 
Pray, bless me by relieving me of all my defects so that I may not 
get immersed in hell whilst alive”. (Blindness is referred to as 
hell on earth) (6). 


«T shall never forget you. I shall not think of other Devas. 
I cannot live with others. Iam a fool, who though the recipient 
of your blessing, still suffers as though he has not been. I fail to 
understand what mistake I committed. How am I, your slave, 
responsible for your hating me thoroughly? I do not forget you. 
Pray, bless me, by removing the physical and mental discases to 
which I have been subjected. (The words, ‘Urra noy urupini are 
sometimes interpreted to mean, 'the past and future sufferings') 
(7). 

ou embraced the Damsel of the mountain; without even 
thinking of this, you crowned yourself with the damsel of the 

Ganges of 1000 faces (branches). In this way if I begin speaking 
of you, it is possible even for your slave to go on retorting. O, my 
mind! what ‘can you do sitting and withering away like this? 

Suffering thus and becoming afraid of the cruel karma in flicting 


me, if I become sulky (with the Lord), can any benefit come out 
of this?” (8). 


“O, Thou strong one, the gem, the bridegroom, you have 
become unto me the Saturn entering the constellation of Maka 
(Saturn entering Maka forebodes all kinds of calamities according 
to Indian astrology). If I say anything to the womenfolk, at 
home, I cannot bear them replying, ‘Don’t call us, get away, You 
blind fool" O, Lord of three eyes! how can I live, losing my eyes 
in my face, O, thou who hast given out the Vēdas? Is this fair?” 


(9). 


V 
Though our poet, in some places, explains his passion, it ; 
ought not to be taken as referring to anything immoral or un- 
lawful because he himself asks the Lord in the secrecy of his 
isolation, “I do not know, what mistake I have committed" (7)- 
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| In the 10th verse he describes himself as the young man, who 
is great for his good conduct and behaviour who had mastered 
as a scholar through daily studies and recitation, the four Vēdas 
and their subsidiary arts praised by the world. He calls himself, 
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After giving expression to his sufferings, the poet must have 
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CHAPTER LXVIII 
TIRU MULLAIVAYIL 
(Hymn 69) 

I 


The poet on his way to Tiruvarūr passed through Tirumullai- 
vayil, which had grown into importance in the Pallava Period, 
thanks to the tradition, that a *mullai” creeper wound round the 
legs of the state elephant of the Pallava and that the Lord became 
manifest to the Pallava for enabling that king to receive the infinite 
bliss—a tradition referred to by our poet in verse 10. 


TII 


The city is described as being on the northern bank of Pali 
or Pālāru (5). But now, Pālāru runs many miles south of this 
place. Our poet describes the Pālāru in floods, carrying the roots 
of the sandal tree, the logs of ‘akil’, the peacock tail, the elephant 
tusk, heaps of pearls and heaps of creeper-like corals and coming 
down pushing everything in front (5). 


Now the Kutatalaiyaru 
alone runs at a little distance. 


The poet, after he has sung the precious hymn, had his peace 
of mind restored though his miseries have not disappeared alto- 
gether. 
feet of the scheme, ‘vila’, ‘ma’, ‘vila’, ‘ma’, ‘vila’, ‘vila’, ‘ma’ In 
the last line of every verse (except the fourth verse), the last 
five metrical feet and in the words, ‘patutvyar kaļaiyāy pācupatā 
parancutare — “Weed out the sufferings that inflict me, O, 
Supreme Light. O, Pacupata!”? (On the word ‘Pacupata’, please 
see: Vol. IT). Perhaps *Mullaivàyi was an important place where 
assembled the members of the Pašupata school as their central 
place of influence). One can appreciate the poet who is now 
blind addressing the Lord as the Supreme Light. 

III 


i. pm also refers in this hymn to the Tiruvenneinallar 
incident: „Our Lord! that day at Veņņeinallūr you saved me 
and made me a dog, your servant” (8) 
à] IV 
He gives expression to his subject; 
TE E eos Jective experience of the Lord 
and his inner life; “Thinking that your famous feet are to me 
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the Beauty, the true Reality, and Wealth (Wealth as representing 
the inspiration for activity and conduct is goodness. Thus God 
is Beauty, Truth and Goodness — the three eternal values), do- 
ing all that is not proper and flaring up in resentment, I showed 
no respect to anyone. I roamed about obstinate this way. O, 
Lord! O, Supreme Light! Weed out my miseries that inflict your 
slave that praises you with the words of his tongue” (1). **Weed 
out the miseries that inflict your slave who out of love had sung 
the great fame of yours” (2). *O, Lord of that great quality 
which removed my eyes because of Cankili! Weed out the miseries 
that inflict your slave" (3). “Bless me, who out of love for your 
fame sing in Tamil of varied beauty" (4); (this ending varies from 
the endings in other verses). ‘Weed out my miseries, destroying 
the fetters”? (5). “O, Munificent Patron! Who else can be blessed 
with all that I have been blessed with? Even if I speak, and 
commit mistakes, it is your policy to accept all these as good 
qualities. Because of this ideal of yours, I had committed many 
excesses. I am your slave; I have no other support. Weed out 
the miseries which had come to inflict me" (6). “Night and day, 
I performed your services. Weed out my miseries” (7). I have 
roamed about in quest of you and you are the precious gold that 
I have found." ‘Weed out the miseries your slave is suffering 
from” (8). (This refrain is repeated in verses 9 and 10). 
V 

The description of Tirumullaivayil shows, the poet has now 
become extrovert. There is a sweet fragrance there (1). Itisa 
place surrounded by garden of champaka groves (3), a place of 
fields of paddy full of beauty and goodness, wherein roam about 
the crabs usually sleeping on the beautiful and comfortable seat 
of lotus flowers, sleeping to the lullaby sung by the bees beautified 
by dots and lines, bees which have become intoxicated with the 
fresh smelling honey of.the fields yielding gold (4). It is a place 
embraced by thick groves where does not cease the rare dance 
of the damsels of beautiful carp-like eyes, of gem-like red lips, 
of white teeth, of black and long tresses of hair and of a suffused 
beauty of the peacock (7). The waters full of waves or ripples 
surround this holy place (11). Apart from these natural beauties, 
it is a place of man’s art for it is surrounded by golden palaces 
(8). Itis also the place where throng the Dēvas, who cry to 
Him and exclaim ‘Where are you?’ (2) for the Lord is the king 
of the Dévas (3). It is also a place where the good men praise 
Him (10). 
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The Puranic stories are also referred to: His dance in the 
presence of the Mother (2), the Lordship over the Vēdas (3), the 
flaying of the skin of the elephant (3), the destruction of the 
three cities (6), the swallowing of the poison (8), the destruction 
of the Lord of Death rushing on the young one (Markkandéya) 
(9), the Lord growing up taller and taller (as a pillar of Fire) to 
frighten Visņu and Brahma (1 1). 


VII 


The Lord is called ‘Nampan’ — ‘Our man’ (8), ‘He of Mullai- 
vāji? (1, 2, 3, 4, 5,6), or ‘the wealth of Tirumullatvāyi!” (75192010 
‘the Lord of Tirumullaivayil’ (10), ‘the Lord of the beautiful or 
loving eyes’ (2), the most beautiful (2), the meaning and signifi- 
cance of the Vēdas (2), ‘Cittan’ (9), ‘the wise and the learned’, 
‘Pattan’ (9), ‘the learned Doctor who is the author of the rich 
Vēdas, *Palkalaipporu? (10), ‘the meaning and significance of all 
arts’, ‘Paimpow (8) ‘the fresh gold”, ‘Masilamani’ (5). ‘the blotless 
gem. (we know we have noted our poet has partiality for this 
gem — the name of the deity of this temple)’, ‘Sambhu’ or One 
who creates happiness (8), ‘Jraivan’, the Sovereign (10), ‘Matan’ 
the Lord (10). Thus the aspects of Beauty, Value, Knowledge, 
Bliss and Power of the Lord are emphasized, at the same time 
emphasizing his nearness to us. The Aymn is important as giving. 


us the doctrine of Grace that the Lord loves our faults (6) (even 
as the cow loves the dirt on its calf). 


VIII 


Our conclusion, that the poet has regained his mental peace 

and equanimity is confirmed by what our poet assures his readers. 

: He has himself experienced a calm and cool mind whilst singing 

| this hymn, when all mental agitations thus ceased, he must have 
| felt transported to regions of the higher beings completely obvious 
of the miseries of the world inflicting him in the form of grey 

hair, wrinkles, old age and other sufferings. He, therefore, assures 
those who recite these five and five verses of this garland of words 
of ‘Naval Arüram and who are capable of praising the Lord with 
a calm cool mind, that they will attain the sovereignty over 
the people of Heavens without any grey hair, wrinkles, old age 


and other sufferings — a kind of existence which is considered 
heavenly. 
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CHAPTER LXIX 
TIRUVENPAKKAM 
(Hymn 89) 

I 


This is the place which our poet visits next. The place is 
called Tiruvenpaikkam and from the hymn we find that the temple 
was called Venkoyil (verse 10), probably because of the white 
colour of the plaster work. The verses of this hymn are in 
‘koccaka’ from, of four lines each of four feet of kayccir. Every 
fourth line ends with the words ‘Ulompokir enrnē” as its last two 
feet. In the third line, the poet raises the question, *Are you 
here inside this temple?" and it is to this he says he got the 
reply, **UZēm pokir" — ‘We are here, you get away or you go 
your way’. The whole hymn is a complaint against this Lord and 
every verse elaborates this complaint: “I thought that great people 
would excuse faults and under that impression I committed mis- 
takes; but without caring for the scandal, you have blinded my 
eyes." I asked, “Arc you in the temple?" and the Lord remain- 
ing there inside said, “We are here, you go your way” (1). 

II 

“I know neither the intermediate nor the initial. I declare, 
I cry, My Lord, I take refuge in you. Without caring for the 
facts, that we are your slaves and your refugees, Ye, my Lord, 
said "You may go” (2). “I know not how to act. Even if I, your 
false slave commit any mistake, saying, i.e., pretending that your 
beautiful feet are my refuge, is it not necessary that you should 
excuse me?” When I asked, “Are you here?" the Lord who is 
capable of sympathizing with me, and helping me to attain salva- 
tion, said, **We are here, you may go" (3). 

«O, Our Prince! Are you here?" — thus as soon as I asked 
Him, He replied, “We are here, you go your way" (4). He was 
there moving on the bull, by the side of the Mother, and I His 
slave inquired of Him in a high pitch, and He at once replied, 
“We are here, you may go” (5). “You have blinded the apple 
of my eye. Are you here?”, I asked, and He replied, I am here, 
you may go” (6). “O, Lord of the throat, blue like A EIN gem, 
served by the bhaktas and the followers of the Vedas! ase you 
here?”, I asked, and He said, "We are here, you may go (7). 
The Lord of Tiruvorriyūr said, “We are here, you may go (8). 
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* Are you here, inside this white temple?””, I asked, and the Lord 
blessed me with a walking stick as a prop and said, ‘‘We are here 
you go your way" (10). 

III 


In two verses, our poet refers to the Cankili incident. "I told 
you to go and be under the ‘makilam’ tree. Without my know- 
ledge you said that the vow should be taken under the *makilam 
tree. You are so capable, O, Great Lord"! **Are you here?”, I 
asked, and He as though He had sighted His enemies said, “We 
are here, you go your way" (9). (This verse, it was suggested 
by us might not have originally been in the hymn—Vol. 1). “You 
have given me Cavkili, shining like a deer and you blessed in 
such a way that the good effects flowing therefrom became main- 
fest (10). 

IV 

Our poet refers also. to some purēņic descriptions of the Lord: 
His long dangling ear-ring (1), His deer (1), His bull (2), His 
poisonous serpent (2, 3), His white sacred ash (2), His tiger’s 
skin (2), His covering of an elephant skin (4), His throat with 
the poison (4, 7, 8), the skull (Kābāli) (4), His beautitul red form, 
like the coral (4), His company of the Mother (4), His shining 
golden konrai on the mat-lock (5, 6, 9), His destruction of 
Mamata (6), His Ganges on His crown (6), the serpent on His 
waist (7) and His dance on the burning ghat with the Mother 
surrounded by the ghost (8). 

V 
Though the hymn begins with a complaint and expresses the 
miserable feeling of the poet at the Lord curtly replying as though 
to an enemy that he should get away, yet in the end our poet 
gets awalking stick to lean on and walk. This must have inspired 
the poet with hope and our poet says he has sung this poem in 
love of the Lord since he is passionately attached to Him. 


Our poet describes himself as one who has the name of ‘Siva 
of Tiruvārūr which we had explained as referring to the first 
part of his name Ārūran. The gift of a walking stick — our poet 
would have considered the gift from any one as the gift from the 
Lord — makes him feel that he has been relieved of all his karmas 
and that they would afflict him no more. That is why he assures 


those who masters the Tamil of his, that the cruel karma wil 
never come near them. 
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CHAPTER LXX 


TIRUVĀLANKĀTU 
(Hymn 52) 
I 
In this hymn, the refrain of the verses is * Alankatà un atiyārk 
katiyēn āvēnē” — “Į shall become the slave of your slaves’. Else- 


where we have explained the significance of the cult. of the 
bhaktas Ālaūkātu is always coupled with Palaiyamür. Alankatu 
is probably the forest of banyan trees and the temple itself must 
have been once upon a time, one of the banyan trees. The city 
nearby came to be known after one ‘Palaiyan’ perhaps a chieftain. 
Paļaiyanis the name of a chieftain as is made clear by the Cankam 
poetry which speaks of ‘Mokiirp Palaiyam and other chieftains. 
Our poet has regained his mental equipoise and as of yore refers 
to the Purdnic stories in detail: His company of the Mother (7), 
His waist-band of a serpent (2), His ornament of bones (3), His 
destruction of three cities (3, 6, 7), His blue throat (4), His mat- 
lock (5), His Ganges (7), His bull (7), His form of fire worshipped 
by Visyu and Brahma (8), His dance in the company of the ghosts 
and the burning ghat (9). 


II 

The poet repeatedly addresses the Lord as Paramā in seven 
verses (1, 2, 3, 4, 7, 8, 10) out of ten and he also describes this 
supreme being above all others as curing the karmas (3, 4, 7, 8) 
which cannot be otherwise removed, the karmas in which we are 
submerged from very ancient times (‘Pautal vinai” in the third 
verse is the same as ‘Pantal vinai” of the seventh verse except for 
the lengthening of the vowel in the former case) the karmas 
which become a void. The other idea which is emphasized in this 
hymn that He is prayed by many, comes uppermost in our poet’s 
mind when he thinks of taking refuge in the bhaktas — ‘the pattar 
palar porrum paramā” (1) — ‘O, Supreme Being, praised by many 
bhaktas”; ‘Panna ricaika latu kontu palaru mēttum Palaiyanūr Amma’ 
(6) — *O, Lord! praised by many with music full of melody’, 
‘Panma malarka lavaikontu palaru mēttum Palaiyanūr Amma” (9) — ‘©, 
Lord! praised by many worshipping you with many valuable 


1. Maturaik kāltci: l., 508. 
T. 104 
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flowers’. ‘Pattar cittar palarēttum paraman palaiyamür mēya Attan” 
(10) — *the Lord being praised by many bhaktas and siddhas’. In 
this way our poet has suggested the various kinds of worship 
with flowers (9), with music (6), and with praises (9). He refers 
to another form of worship as well: Pālarkātī, neyyati’ (5) — ‘the 
Lord who bathes in milk and ghee’. The good effects of such a 
worship is also referred to: *Toluvar tankal tuyar tirppay" (3) — 
"You are the Lord who removes the miseries of those who 
worship you'. There is also the worship according to Vēdas; for, 
«He is the path of the Vēdas” — Vēda neriyané” (7). 


III 
The poet also enumerates in a way the various kinds of 
worshippers and he sometimes calls the Lord Himself after the 
names of these followers “Mutta (1), Città (1), Patta (1)” — ‘the 
freed One, One who had achieved and reached the goal, One who 
loves the Lord” These terms are thus used as the names of the 
Lord Himself (1). He speaks of the worshippers of the Lord as 
Pattar (1, 10), Cittar (10). The Lord is not only 'Muttā” but 
confers ‘Mutti? (1). Heisnot only a ‘Siddha’ but shows the ways 
of ‘siddhi (1). He is not only a ‘Bhakta’ but One praised by 
bhaktas (1). He is by nature a freed soul, not one who is freed — 
thatis why He is Muttà; the term Bhakta was had already referred 
to as the name of the Lord. He calls the Lord-*Tēvar Cinkamé’ 
(1), ‘the Lord of the Dévas’ which must have been suggested the 
name of the Pallava chief Rajasimha, the contemporary (king) of 
Arürar. In this hymn also the poet calls the Lord, the good flame 
of the Light which requires no kindling — ‘Tanta vilakkin narcott 
(3). He calls Him ‘Tatiuvan’ (8), the fundamental element of the 
thing in itself. The Poet who has lost his eyesight addresses the 
Lord as the eye of the world which with all His thought is con- 
centrated on protecting the world — *Kannáyulakam | kakkinza 
Karutta (6). The Lord is perfect, impossible to be perfected any 
more—“Tiruttalakatay” (6). Our poet feels that not only he, but 
all his ancestors were the slaves of the Lord — “‘Entay entat 
Perumane” (6). “Emman entai mültappan ēlēl patikāl emaiyanta 


Pemman’’ (9) — We have referred to this service of the Lord 
through seven generations. 


IV 
The first foot of every fourth line, as usual in our po et’s 
hymns, consists of words expressing that God is the real relation- 
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ship of all kinds. The words which we found in other hymns are 
repeated here: Atia (1), Aiyā (2), Anta (3), Arivē (4), Anna 
(6) Anta (7), Ālvāy (8), Amma (9). 


V 


Our poet also expresses certain aspects of his life in relation 
to the Lord. “I acted falsely and roamed about going more and 
more away from you. You came here as the truth, and prevent- 
ing me from thus getting away from you, you saved me, O, Truth! 
the true principle or the truthful”? (2). 


«I was caught in the trap of the beautiful damsels of eyes 
shining like those of the deer. My intelligence became deluded 
and I lost my intelligence” (4). “I was caught in the net of the 
damsels of wide eyes flashing like the spear. I forgot you” (5). 
'The unconscious probably is suggesting that the description of 
Cankili is after all just because he has escaped from the feminine 
trap. Therefore, these references ought not to be taken as refer- 
ring to any immoral life of the poet. We will see the poet coming 
back from this confused state of mind when he reaches mental 
équipoise at Tirudātamattūr (45) where he explains his true and 
divine relationship with Cańkili. 


VI 


The poet ià this kymn also refers to the precious worth and 
lovable character of the Lord and.in his usual way he describes 
the Lord as the gem, the pearl and the emerald (5). Experienc- 
ing the Lord as such when he takes refuge in the ‘bhaktas-he is so 
overpowered by this joy that he dances and sings completely 
surrendering himself through worship to the feet of the Lord (10). 
He says; “He came to love the service alone, he, the young one 
Oran, the famousyoung one whom siddhas ever keep in their mind 
and he has sung these shining Tamil verses (10). Therefore, he 
assures those who will read these Tami] verses of his song and 
dance’ overpowered by this experience of the hymn will surely 
worship-the feet of the Supreme Being (10). Such a worship 
itself is a state of Heaven. 
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CHAPTER LXXI 
TIRUVEKAMPAM 
(Hymn 61) 


I 


** Ekampam" is considered to be the Tamil form of the Sans- 


krit word "Ēkāmram””, the unique mango tree, probably the old 
temple of Kāñci receiving all worship, the Lord there being known 
as Ēkāmranātha, Ekampavinan or Kampan. 


'The mango tree is even 
now within the temple premises. 


But by the time of Nampi 
Arürar, the temple has become of great importance to Saivities. 
Mahēndra Varma, in his Matta Vilāsam, refers to the Kapali coming 
from the temple of Ēkāmranātha. The Kamakkéttam or the temple 
of the Mother Goddess is important in this city. The name of 
the deity of this temple had assumed the Tamil form Kampat 


which has become the proper name of the people of the age like 
Kalikkampan, etc. 


TI 


On reaching Kafict, on his way back to Tiruvārūr, the poet 
issaid to have got back the-sight of one eye. At this partiel 


Tocovery of the eyesight, the poet exclaims in joy, “Kanak kat 
atiyēn perravārē” — “Ah! how I, a slave, got the eye to see the 
Lord" (1-10). 


The last half of every fourth line of this verse ends with the 
refrain of an exclamation “Kanak kan atiyén perravürz. The rest 
of the verses piles up the description of the Lord in the accu- 


sative case. In the last Verse, the poet states that this hymn 
was sung by him — Navalararan — 


in good Tamil expressing the 
alus he as a slave has been blessed with an eye to see the 
ord. 


TII 


The Purāņic descriptions which imply the Grace of God show- 
ered on His followers and removing at the Same time the obstruc- 
tions in the way are referred to — the Lord’s feast of the 
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poison (1, 5), the worship by the Mother Goddess, a worship 
which is repeated in every verse, His destruction of the Lord of 
Death (4), and the three cities (3, 9) and Kama (3) and 
Daksa (9), His bull (11), His eight arms (9), His flaying of the 
elephant (3), His mat-lock (2), His konrai flower (4), His ear with 
the kundala (4), His battle-axe (5), His crescent moon (6) and His 
Ganges (6). 


IV 


The Lord is referred to as ‘Korravan’ (11)—the victorious, 
‘Kampan’ (1-11) the term already explained, ‘Kittay (11) the 
dancer, ‘Adi’ (1) the beginning of everything, ‘Vittakan’ (5), 
the wise or mysterious person, ‘Siva’ (8), the name so dear and 
sacred to the Saivites, ‘Dévadévan’ (6) the Lord of the Devas, 
‘Nitkantakaw’ (9) the One who is just and strict and ‘Zcan’ (10) the 
Lord. 


The name ‘Kampan’ is found used with various significant 
adjectives ‘Periyakampan’ (3), *.Nallakampaw (5), ‘Kallakkampaw (10): 
Kampa the Great; Kampa the Good; and Kampa the Deceitful, deceit- 
ful because He remained latent till Parvati worshipping Him em- 
braced Him out of fear of the flood which the Lord Himself engi- 
neered for bringing about this happy consummation. It will be 
seen in this hymn, that all these references are to the deity wor- 
shipped by the Mother Goddess— Karici-p-purámam. However, some 
writers differentiate among these and other names by explaining 
them as referring to various deities worshipped by Visnu, Brahma, 
Rudra and Parvati respectively. 

V 

The hymn is important in showing the method of worship 
followed by Mother Goddess 4tarittu (2, 8), Etti (3, 5, 6, 7, 9), 
Kelumi (4), Maruvi (6), Paravi (9), * Ulļattulki yukantumai Nankat- 
vaļibataccenru” (10)—Coming near and taking refuge in Him and 
embracing Him in love, praising and worshipping Him, always 
contemplating on Him in joy or with an elevated feeling. The 
poet also refers to the Paficagazya, for he addresses the Lord as 
“Palotu anaincum attukantan —the Lord who is fond of the Pafica- 
gavya (8) inclusive of milk. 

VI 

The results following the worship also are hinted at: the 

Lord resides in the Hearts of His followers as their ally removing 
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all miseries and fetters; “Cintippar avar cintai uļān”” (1)—‘He who 
is in the mind of those who contemplate on Him’; **Urravarkkuta- 
dum Peruman’? (2)—‘‘the Great One helping those taking refuge in 
Him”; '"Parrinārkkeņnrum par ravan”” (2)—‘Ever the prop unto those 
who catch hold of Him or who is attached to Him’; *Pāvitpār 
manam pavikkontan” (2)—‘One who completely occupies the mind 
of those who contemplate on Him (probably as identical with 
themselves)’; “Allal tirttarul ceyyavallān”” (5)—‘One who is capable 
of removing all our miseries and blessing us’; “Manninarkkentum 
nallavan? (7) — ‘He who is good unto those who approach 
Him, “Cintittenrum ninainteluvarkal cintaiyi rikalum civan” (8)—‘Siva 
who shines in the mind of those who contemplate on Him and 
ever get up remembering Him’, “‘Pantitta vinaip parraruppāv” (8)— 
‘One who cuts away the fettering karmic bond’. In one way these 
descriptions may be taken as referring to the blessings the poet 
himself has received from the Lord. ‘Emman’ (1, 2, 4, 6, 7, 8, 9) 
or ‘Enkal piran’ (3, 5, 10)—‘My father or the Lord, the Patron of 
ours’ occurs in every verse. He refers to the Lord as ‘‘Namukak- 
kinra Pirán? (7)—‘the Patron whom we are fond of? and ‘‘Periya 
Emperuman” (11)—‘Our Great Lord of high rank’. 


VII 


He refers to the worship of the Lord by the learned men and 
the Vēdic scholars—‘‘Periya Emperuman entu.eppotum karravar para- 
vabpatuvām” (11)—*Who is ever praised as the great Lord of high 
rank by the learned, the very form of the rare Lord Himself is 
considered as the most learned for He is spoken of as the expert 


in the Vēdas and their auxiliary studies. He is greatly fond of the 
Sāmavēda (6). It was He who has expounded the Vēdas. 


Among His followers, as usual, our poet makes a distinction 
between Amarar (1) and Viņņavar (7), Amarar probably refer- 
ring to those of His followers who had attained eternity. The 
Lord is possessed, in abundance, of that upright conduct so much 
praised and worshipped by the Amarar. In other places he speaks 
of the Lord as *Umpar Kon’ (2)—:the King of those of the higher 
regions’. ‘Dévadévan’ (6)—‘the Déva of the. Dévas’, "Imaiyavar 


Kon’ (10)—‘the King of those who do not wink, probably the 
Devas. ` t 
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VIII 


The joy of the special Grace of the Lord he had received by 
receiving partial eyesight, thanks to this feeling of guilt slowly 
fading away as a result of his confidence in the Lord’s Grace and 
bliss, makes him feel that he has been saved so as to escape from 
the evil path. He feels that he has been safely transported to 
the sphere of upright path. He feels that those who are masters 
of these ten verses will feel the same experience of reaching His 
sphere of Good Path (11). 
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CHAPTER LXXII 
TIRUVAROR 
(Hymn 83) 


I 


As soon as our poet got back his partial eyesight his mind 
naturally goes back to Tiruvārūr and he exclaims, “When am 
I to approach my Lord after stepping into Tiruvārūr? *Enrukol 
eytuvate?”” — ‘When am I to reach Him?’ is the refrain of all these 


verses, these words forming the last half of every fourth line of 
every verse. . 


He speaks of certain obstacles to be removed at the methods 
of worshipping the Lord, at the same time describing the Lord 
in terms of Purāņic stories and also expressing his own views 
about the precious nature of the Lord. Tiruvārūr comes back to 
his mind — Tiruvārūr of the South (1, 2, 3, 4, 7, 8, 9), where the 
zephyr casts its fragrance (2), the city of rich fields full of excel- 
lent paddy (3), rich and cool fields beautified by rich. soil and 
water (4), the city surrounded by strong fortress walls (9). 

| II 

| * At sunrise and sunset and at mid-day reciting the Pafcaksara 
and mentally cogitating about Him, when am I to reach my father 

| and patron before the ancient chronic karma coming uppermost 

| enshrouds me?" (1), *When shall I reach Him with all my mind 
getting cool and collected, without any agitation, showering ON 
Him crowded flowers both day and night and going round Him 
in circumambulation so that the well established karmic cruelty 
may depart from me?” (2). “Because of the ancient ignorance in 
the previous births, the mind thought of, later on, so many things. 


i r rea these thoughts and illusion or confusion of mind, 
rīt wan rum to scie Tiruvārūr, to attain the sweetest nectar of 
$ my life??? (3). ‘Good thoughts were 


dest i those 
days — thoughts of killing the rare lives and a during 


3 ves and other faults cropped 
up. When am I to enter Tiruvarūr, stepping on to its frontiers. 
when am I, his slave, to reach Him for completely destroying all 
these thoughts and defects?” 


(4). These th fer 
to his thoughts of war as a politica] eae PO e 
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III 
In the rest of the hymn, he refers to the descriptions of the 
Lord according to the Purāņas and philosophies concluding at the 
end of every verse. “When am I to reach or attain Him?” He 
expresscs the great value he sets upon the Lord in his usual way 
calling Him, ‘‘Oppamarac cempon" (7), ‘fine gold which has no 
equal’; ‘Nauman’ (7) ‘the good gem’; he further speaks of Him, 
‘En pon, en mani’, ‘my gold and my gem’ (7) and "Emmirai? (8) ‘my 
Lord’. He exclaims, “When shall Isee the Lord, so that my eye 
which has been always remembering Him hankering after or burn- 
ing as it were for His sight may become cool and happy?” (9). 
The Lord is the light all round the five elements and the 
sun (6). He is the sevenfold tunes of those who are experts in the 
munificent Tamil (6). He is the sound of the seven strings of the 
yal (6). He is the treasure for every soul (7). 
IV 
He describes this hymn ‘the ten verses of flowers’ of many and 
high sounding words, uttered by Uran, the Lord of Wāvalūr, out of 
his longstanding good love for Ārūr where resides the Lord (10). 
V 
The Poet has referred to the Purāņic descriptions of the Lord 
as the father of Him, who had cut the mango tree in the sea (5), 
as that light which besmears its body with the sacred ash (5) and 
adorns itself with the garment of the tiger skin (5), as One who 
receives the alms offered (5), as the beginning of everything (5, 9), 
as One who is beautified by the bull (8), as One sharing His form 
with that of the Mother Goddess (7), as One who crowns Himself 
with the dancing serpent up and above the crown beautified by 
the Ganges (8), as One who goes about begging in the skull as the 
great One beyond the reach of Visuu and Brahma (9) and as One 
who has the lightning-like ruddy mat-lock (10). 


It is clear that the poet looks upon Ztruvārūr as a heaven on 
earth (10) and having experienced thus he assures the readers of 
this verse that those who had mastered the ten verses of this hymn 
will surely attain this bliss of the golden heaven (10). 

| VI 

As already pointed out the poet has also experienced a golden 
holiness within himself driving away the sense of guilt from Which 
he was suffering. This experience of feeling himself a "Punniyan y 
inspires him to address his readers as Puxņtyar (10). 

T. 105 
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CHAPTER LXXIII 
TIRU AMATTOR 
(Hymn 45) 

I 


The sufferings are not completely over, but the poet is very 
much overpowered by the Grace of God; for, as we have seen, he 
has received a prop of a walking stick and partial eyesight. In 
this hymn at Tiruvāmāttūr, the cloud of pessimism clears away and 
we hear in this hymn the poet almost dancing in joy of a new 
found bliss; he repeats every verb. The Grace is always identified 
with the Mother Goddess who is said to sbare the very form of 
the Lord. It is the Grace which leads us all to the Lord. This 
is spoken of as the Lord out of His love for His consort condes- 
cending to save us all, Herchildren. The very name of the Lord 
Šiva which is considered to be a mantra is explained in this way: 
‘Va’ represents the Grace of the Lord, and ‘Si’ the Absolute Brah- 
mam, whom one attains through ‘Va’ or Grace which is finally 
dissolved in the ultimate unity of the Absolute. 


5 II 


The poet sings: “I have seen Him; I have seen Him; who is 
acting according to the whims and fancies of the beautiful dam- 
sel or rather having the same ideas as that of the beautiful dam- 
sel. He had saved me. He had saved me by accepting me as 
His slave and servant. I have assumed the role, I have assumed 
the role of the servant of the Lord of Āmāttūr. This is not 4 
falsehood what I am asserting; pray, listen to me. I have returned 


away from those who are not blessed with the wisdom of His 
Vedas” (1), 


"I sing, I sing of Parvati, catching hold of her feet. I go in 
quest of Him, I go in quest of Him, finally catching hold of Him- 
I dance, I dance to become one with Him. Devoid of all faults, 
devoid of all faults with all my consciousness or ideal, I shall 
embrace, I shall embrace our Lord of Amāttūr” (2). 


What faults were removed, we are next told in the third 


‘verse by referring to the two great victorious feats of the Lord, 


h these feat à 
as thoug S$ were performed for our poet’s sake, viz., COn- 
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guest of passion and death: “That day with the power of His 
eyes He burnt down, He burnt down Kama. That day with His 
leg He rushed, He rushed on the Lord of Death. The Lord of 
Amattir He has scrutinized carefully, He has scrutinized carefully 
(His servants). He shares He shares the form of the Mother 
Goddess" (3). The idea seems to be that the Lord was in search 
of a follower free from all defects. His Grace tempted Him to be 
merciful and to accept any soul, for, He could destroy their 
passions and their fate of Death. 


Our poet in this very happy mood gives us the real relation- 
ship that existed between Cankili and himself, a relationship 
which he in a mood of care-worn pessimism began to condemn in 
his previous hymn: “I have realized, I have realized the shining 
truth standing inside my mind. I went, entered, and I reached, 
I reached Tiruvorriyar and I have attained, I have attained the 
soft shoulders and broad bosoms of Cankili; thereby I have enjoy- 
ed, I have enjoyed the Grace of the chief of Āmāttūr” (4). 


Our poet turns to state to the Lord going in search of the 
loving souls in the Bhiksātana from while even great men if they 
are egoistic, He destroys. He attributes all these to the Grace of 
the Lord, to the Mother rather than to the Lord Himself. “He 
conquered, He conquered in that sacrifice the denizens of the 
Heavens. He went about in the streets for paltry alms. He 
stood firm, He stood firm on the side of those full of Dharma. 
It is not He, It is not He. It is the Grace He showers. Ah! Our 
chief of Āmāttūr !”? (5). 

The same contract involved in saving the poet whilst refus- 
ing to reveal Himself to Visnu and Brahma is further emphasized 
in the next verse: ‘‘He appeared, He appeared as a God impos- 
sible to be seen. He went higher up whilst Waranan and Nän- 
mukan went in quest of Him. He accepted, He accepted Amattur 
and myself. He has adorned, He has adorned His chest with the 
sacred thread rolling on it” (6). This probably refers to the Lord 
coming, in the Brahmin form or to the fact that the Lord who 
to frighten Visnu and Brahma stood like a pillar of fire, accept- 
ed our poet as His servant making Himself known as the Lord 
of the Védas through the symbol of the sacred thread. Our poet 
‘He is the thought, He is the thought of all the lives 


continues 
i To those who undertake to see Him, 


of the seven great worlds. \ ; 
He is their eyes, He is their eyes. In Hisform,one halfisa woman, 
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one half is a woman, The Lord of dmāttūr is He who is nearest, 
He who is nearest” (7). 


«He is the gold, He is the gold. He shines like the lightning, 
He shines like the lightning, He who does not leave me depart 


after having given me the gold. He is that great thing, He is 


that great thing, the esoteric significance of the Vēdas. Heis 
mine, He is mine. Out of love in my mind, I shall enjoy the Lord 
of Āmāttūr and be full of bliss" (8). 


“I go in quest of Him, I go in quest of Him. Every day, four 
finger-widths above the naval, I search for Him, I search for 
Him and His feet like red lotus. I will reach Him, I will reach 
Him. (Māttu is the transitive form of the root ‘matu’. Māttu is to 


bring two things together through a hook, etc., to make two things 


to become attached to one another. The original form *mātu” 


must therefore mean to come together). I will come together with 
Him or I will be in communion with Him. Catching hold of Him 
I shall dance, I shall dance happy in my heart” (9). The poet is 
in this way referring to the yogic path where the yogis through 
kindling and controlling the nerve-centres reach the super-cons- 
cious spiritual stage where they are said to be embracing the Lord. 


“Leaving all other relations, I reached inside my mind. The 
substance there, I caught hold of, I caught hold of. For reaching 
His lotus-like russet feet, I became devoid, I became devoid of 
other attachments, so that I may not be born again and again. I 
received the blessing, I received the blessing of becoming the 
servant of the servants of the Lord of Amattür" (10). Thus the 


poet hints at the truth that the culmination of Sivabhakti is the 
Atiyar Bhakti. ] 


IN 


In this hymn the poet has given us the various stages of spiri- 
tual development which he himself had undergone. The poet is 
so overpowered by the experience whilst singing this hymn that 
he assures those who will, without any false pretensions and so 


moved fae in tears, recite these words of Ūran Vanrontat 
PA ea 3 p no dark throat, our elder brother, and father; 
the Lord of Amàitur, having all of us as His servants who are 


true, the blotless — will reach the golden feet of the Lord. The 
poet speaks here of ‘Pulampuvar’, i.e., they will feel penitent and 
cry — i.e, those who find nothing ; 


else except the Lord as their 
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refuge (11). Though the hymn expresses the joy of the poet, it 
is in another sense the expression of his self-surrender to God. 


IV 


Our poet speaks of the Lord as *Maiyaw after speaking of 
Him as the blotless and before referring to the blue throat. It 
may mean that He being the Absolute in which must exist every- 
thing, is also the blotful. He swallows away all the blots and 
miseries for saving others and purifying the world. Or, it may refer 
to the Ardkanārīšvara form where the Mother's form. is beautified 
by collyrium or ‘maz’, the mother whom the poet refers to in the 
other verses indirectly as the blessing or Grace of the Lord saving 
us. Or does it mean He is the centre? It is for consideration 
whether that meaning is as old as Ararar. 


V 


The Purāņic references as already given are His company of 
the Mother (1, 2, 3, 7), His destruction of Kama (3), and the 
Lord of Death (3), His destruction of Daksa's sacrifice (5), His 
begging in the streets (5) and His pillar of fire (6) appearing 
before Visnu and Brahma (6), His sacred thread (6) and His 
blue throat (11). The poet refers to his own life, his company 
with Cankili, the Lord's gift of gold. He also refers to God being 
our father (11), our brother (7), our Lord (11), the Lord being 
the embodiment of truth to the truthful, the embodiment of 
Dharma (11), the eye unto those who want to sce Him (7). 


This hymn is important in bringing out the significance of 


Grace or Mother. It is one of the important hymns giving a picture 
of our poet's spiritual development. 
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CHAPTER LXXIV 
TIRUNELVAYIL ARATTURAI 
(Hymn 3) 


I 


The city is called JVelváyil, while the temple is referred to 
as Aratturai, as the ford of Hara or Šiva. Perhaps Araiturai is a 
mistake for Aratturai, for, if it was connected with ‘Ara’ the Tami- 
lian form of the Sanskrit ‘Hara’, one would expect ‘Aram turar, 
The name ‘Arutturai’ referring to a temple at Tiruvenneinallir, 
will suggest Aratturai rather than Aratturai. But, it must be 
noted that all the manuscripts and editions give only the form 
Aratturai. This city is on the bank of *Wivā', a form which 
occurs in Periya Tirumoli| According to Tamil grammar this 
form will become ‘Niva, ‘Nivavu’? and our Nampi Ārūrar uses 
the form ‘Nivavin karai which may be derived from both these 
latter forms. The inscriptions give the name of the river as Nuka 
(South Indian Inscriptions Vol. II, 15). This is the river now 
known as Veļļāru running near Parankippéttai or Porto Novo. 


TI 


Our poet calls the Lord, the blotless One ‘Ninmalan a word 
which is repeated in every second line of the first nine verses 
except in the 6th and in the first line of the tenth verse. After 
the last hymn, the poet seems to experience the Lord as the blot- 
less and as one who removes the blot. He also calls Him 
*Punità (3), the Holy One. He is also the Beautiful One 
(Alaka—6); the Deathless (Amarā—6); the Supreme Light 
(Parajoti—8): all these suggesting the conception of Sat, Chit 
and Ananda. In this hymn the poet begs of the Lord to tell him 
a strategic way of escape, so as to reach the feet of the Lord: 
ise oreo cial colle” s+ This “Uyyappovator cülal collé’— 


“Tell me a strategy of escape’ is the ending of all the verses 
except verse No. 2, where the ending 


i “Unnatiye pukum cūlal 
e’—‘Tell me a strategy of entering ee 


your feet’. Instead of 


collé 
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interpreting the word *cūļal as "strategy', one can interpret it as 
a surrounding or a place where the poet can go and reach the 
Lord’s feet as a safe place, where he can escape from the miseries 
of the world. 


HI 


In this hymn, the poet after the dance of internal joy, has 
courage enough to face the world; and the beauty of the Puranic 
form of the Lord appears before him. In contrast to these, appear 
the miseries of the world, the slowly working Death, the tempta- 
tions of the senses, the helpless state of his own partial blindness, 
the fear of the sea of births, the ephemeral nature of youth and 
this body—a body which is so flimsy and the temptation of women, 
and our poet cries to the Lord to show him a way out. The 
descriptions of the transitoriness of the world, youth and body, 
and the description of the Lord are reminiscent of ancient authors, 
Tiruvalluvar (From whose work a number of passages has been 
adopted), Campantar, and the authors of JValafiyar, etc. Perhaps 
the poet also is referring to some proverbs prevalent in his age. 
That seems to be implied in our poet’s statement *Collaykkali- 
kinratu” (1). 


The river Vivi rushes, pushing down the akil, the precious 
shining gems all mixed together, from the mountains (1), along 
with pepper creepers and big trees (2), with the flowers of the 
vēikai” tree and the ‘konku’ tree of high branches (4). The 
river rushes down with tall bamboos, when the moving clouds 
rain on the topmost peak of the mountain (5). The river rushes 
down with beautiful gold, cardamom and clove (6). It comes 
pushing down with great force, heaps of akil from the face as it 
were of the peak (7). On the bank of this river stands the city, 
where dances the Lord in the presence of the damsels of curled 
tresses of hair (2). That holy place is the rendezvous of the 
damsels, glorious like the peacock, who have no compeers (7). 
The place is full of gardens with trees growing very high. In 
the tanks of blue water lilies the swans swarm (6). In the 
sylvan tract of the place surrounded by long fields full of water, 
the crabs play (8) — it is one of the characteristic features of the 
poet to note not only the significant swan, but also the insignifi- 
cant crabs. The Lord, our poet says, lives here for long in this 
beauty spot. 
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IV 


The Purēņic descriptions of the Lord refer to His crown of 
the crescent moon (1), His dance before the loving damsels (2), 
His ear-ring of makara (7), His girdle of a dancing serpent (3), 
the white bull (3), His love for being seated under the shade of 
a banyan tree (6), the vanquishment of Ravana (8), His becoming 
invisible to Visuw and Brahma (9) and His Ardhanarisvara form (3) 
In this hymn also, our poet seems to be differentiating between 
Amarar and Vanavar — “‘Amarark kamarar Perumān”” (8) and ‘Ninil 
muti vànavar vantiratiicum......... Ninmalan? (9). 


V 


The rest of the hymn is his lamentations to the Lord with 


reference to the ephemeral nature of the world and his prayer to 


the Lord to inform him of a way out. ‘They have constructed 


a beautiful place to live in (perhaps a palace), they walked in, 
they dressed, they became grey and they died — thus in this 
world, life is passing away and this transitoriness has become a 
proverb. I, Your slave, realizing this, have clung to you. Tell me 
how I can escape from the crux.” (1). “In this earthly world ephe- 
meral and vain, you have made me a man but I cannot stand firm. 
Or, I may not be eternal. Tell me a place whereIcan enter your 
feet, successfully fighting against and extinguishing (these five 
sensations) of the five gates of sense organs" (2). “What alas! 
I have no eye except yourself. (This is on the basis of Periyālvār: 
“Vilikkum kaņnilēņ ninkan marrallāl”2 It is also possible to inter- 
pret, “One eye, 1 have not”. For, that is the story about his pre- 
sent partial blindness. “I have no other attachment except your” 
self, O, my Lord! Please tell me of a place of escape which I may 
reach crossing such a full ocean of birth” (Arrar must be split into 
farru' meaning such, and ‘ar’ meaning ‘full’ — 3). (The terror of 


this sea is so well known and therefore it is referred to as ‘that’ 
or such — 3). 


The youth is like the bank on which dashes the floods. This 
birth is like waking up from sleep. Without making me suffer re- 
siding in this body and withering away, tell me your servant, # 
place to which I could escape” (4). “The five senses will get con- 
fused and the heart will get troubled when the followers of the Lor 
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of Death, who fight with their spears, attack. Before I become un- 
conscious as a result of these, tell me a place to which I can es- 


cape" (5). “I am not happy with this body which suffers even 


when a tiny awn of paddy presses on it. I have suffered (enough). 
Tell me a place to which I, your slave, can now escape” (6). “This 
is a life where the decorations of a marriage become decorations 


of a corpse, O, Lord! tell me a place to which I could escape" 


(7). “Because of my good fortune which I had amassed in olden 
times, I was blessed with the gift ofreciting your name; tell mea 
place to which, I, your slave, can now escape" (8). Before I be- 
come like the bees swarming the jack fruit, to be caught in the 
trap of the damsels of shining forehead, tell me a place to which, 
I, Your slave, can now escape" (9). (The reading given is ‘Vanar 
nutalār valaippat tatiyēm palavin kani iyatu polvatanmun" —Samajam 
edn. of 1935). But Ramananda Yogi's annotation gives the read- 
ing 'Īpēlvatu”. But this will make the line shorter than it ought 
to be. All the other editions give the reading, *"Īnfatu pol". The 
reading *'Īyatu polvatu" was suggested perhaps by the lines in 
Tiruvacakam, '* Ulaitaru nēkkiyar konkaip palappalattiyin oppay,’ (Nīttal 
Vinnappam : 46). One wonders whether the word ‘intu’ itself meant 
a bee. *Īyal, ical, īka” are words with the same root ‘J; with ‘tw’ 
as a formative, and by nunnation the form ‘Intu’ may be had. 
‘Antu’ is a small grey winged insect found in stored paddy and 
the people of Chingleput Disitrict speak also of ‘Antu’ asan insect 
affecting the paddy. Therefore, ‘Intu may mean such a small 
insect. 

Our poet speaks of the Lord as standing firm like ‘A’ (1) 
standing first among the letters (7). This reminds us the first 
kural and the Gita statement, “I am the letter ‘A’ among the let- 
ters”—*'Aksarāņām akārē asmi (Gita: 10: 33). 

VI 

The poet feels elated after singing this hymn and as result of 
this elation he feels in singing this hymn, he assures that those 
Who mastered these ten verses of this garland of a Aymn of good 
Tamil sung by Arūrar, the servant and follower of the Lord, the 
chief of Southern Wavalar, full of beautiful palaces and long royal 
roads, where rush the chariots — that these experts will become 
kings or emperors riding on elephants, black elephants full of must 
9n which will hum the bees and will rule the whole of Heavens 
(10). This shows the poet's mind still bears traces of his political 
associations. 

T. 106 
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CHAPTER LXXV 
TIRUVĀVATUTURAI 


(Hym 70) 
I 


Our poet according to Cēkkiļār sang Hymn No. 66 on Ttruvā- 
vatuturai whilst he was going north from Tiruvārūr. In that hymn 
he mentioned a few stories of Siva which attracted his attention 
and inspired him to take refuge in the Lord. In the present hymn, 
every line ends with the refrain: * Enai afical enru aruļāy, Yar enakku 
uravu Amararkal ētē” —*'Shower your blessings by assuring me with 
the words, ‘Fear not’. Who is there related to me (if not you) 
oh, lion amongst the Amaras or the Deathless?”’ 


Because of this difference in the emotional tune of these 
hymns, Cékkilar concluded that the Hymn No. 66 was sung when 
our poet went northward and this Hymn No. 70 when he returned 
southward. The idea of taking refuge inspired by the stories i$ 
going to occur, even according to Cēkkiļār ina few hymns later on, 
as for instance in the famous hymn on Tiru ppunkur — H. 55. The 
prayer for the Lord’s assuring words ‘Fear not’ occurred in the 
hymn No. 27 sung according to Cēkkiļār at the period of the hymn 
No. 66. It is, therefore, possible to argue that instead of differen- 
tiating between these two hymns on Tiruvatuturai, both may belong 
to the same period of our poet’s mental, physical and political 
suffering, a period perhaps when there was a political confusion 
an our poet’s life, a confusion still further aggravated by the 
incident of Cankili, all of which brought on, a sense of guilt, 
av, 
the Lord’s Gis an ese path apis fai hiin and the Joy es 
the North and his return. uuo Udo his pilgrimas? 

II 


i duae hymn contains verses ending with the words 
nat atical enzarulày yar enakku uravu amarakal ērē”. Thus the 
feeling of world’s oppression still continues in ‘this Aymn also» 
though kā SS EES, of the Lord's Grace and his absolut xd 7 ndence 
on Him. This brings out the truth that the Lord a A rela- 


tion of ours—all kinds of relationship The third line endsin the 
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phrase ‘Tiruvdvatuturatyul’ and is connected with the first word 
of the fourth line, making thus a complete description of the 
Lord, 'Tiruvavatoturaiyul Aūkaņā etc” emphasizing His peculiar 
relationships: ‘Azkan@ (1) — Oh! Lord of the beautiful eyes 
or the Lord of mercy in Ttruvāvatuturai”; ‘Annalé’ (2) — ‘O, Great 
Personality’; *Appanz! (3) — ‘O, Father’; ‘Atipane (4) — ‘O! Our 
Lord’; *Antaņā” (5) — ‘O, Seer!’ (7.e., Brahmin,.Guru of beautiful 
and cool qualities); *Aravavē (6) — ʻO, Lord of Dharma!’ or, ‘O; 
Saint’; ‘Aiyané’ (7) — ʻO, Brother or Chief!’; Atipe (8) — ‘O, 
Beginning of everything!’; Ānaiyē (9) — "O, Elephant’ (usually 
an endearing term used in addressing a child); ‘Antavanan’ (10) — 
«The resident of this Universe — its inner principle’. 

It was noted that the poet getting himself freed of his depres- 
sions and sufferings, feels purer and this inspires him to address 
the Lord as the Purest. In this hymn also our poet addresses the 
Lord as ‘Punita (1) — ‘the Purest’; «Puņņiyā” (1) — ‘the Virtu- 
ous’; "Tūrttanē” (1) — ‘the Lord of the Holy Path’; Tēvanē (2) — 
‘the Bright One’; ‘Uttam@ (3) — ‘the Best’; *Vikirtà^ (4) — ‘One 
who stands apart as unique (or, as we interpreted as the art form 
as differentiated from the Natural form)’. His emphasis on Truth 
also was noted. Here also, he addresses the Lord as ‘Meyyan’ 
(7) — ‘the Truthful one’ or ‘the Lord of Truth’. The endearing 
terms of love and worth expressing our Poet’s love, respect and 
bliss in relation to the Lord as the Supreme value bring out the 
feeling of holiness which he used to express by calling God the 
gem (4), the gold (6), the beautiful (8), the nectar (8), and the 
Light (7). The Lord is not merely honey but the clear honey (1). 
He is not merely the gold but the pure red gold of Tiruvarür (6). 
He is not merely light but the shining (never dimming) light (7). 
He is not merely the gem but faultless glorious gem — " Macila- 
maņiyē” (9). Other descriptions are continued in the same strain. 


He is ‘Kuraivila niraivu” — ‘The Absolute Perfection without any 


defect or deficiency’ (6), ‘Kotila Amutu? — (8) — ‘the nectar 
ch are again reminiscent of 


without any dregs’ (descriptions whi . 
I ARA ( dn. ippatikam-5). «Gunakkun tē (6) Ee: 'The 
mountain of good qualities" (This is reminiscent. of Tiruvalluvar 
and Tiruvacakam); ‘Titila mala? (8) — ‘the mountain A y 
evil. 
III . 

The Grace ofthe Lord is emphasized as in the previous hymn. 

«On thisearth, I Jay confused. He of his own accord forcibly ac- 
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cepted me as His servant and saved me. I have no eye. Because 
of the disease inflicting me in this body, I have become a burden 
to you. Be pleased to say ‘Fear not” " (2). “I have no wisdom. 
I have been confused because of the disease oppressing me in 
this body” (4). “I, your slave have no relations except you. Will 
it be beneath your dignity to forgive one fault of mine?” (6), 
The Grace demands worship. The worship with honey, milk, 
curd — a bath in these the Lord loves — is referred. He is wor- 
shipped by all (9). 


(Amarar as distinguished from Vānavar or Viņņavar may 
mean the freed souls. In this very hymn our poet addresses the 
Lord as, *Imaiyor tolutēttum vikirtanē” (4) — "The form assumed by 
Him for being worshipped according to the rules and rites and 
for being praised by the Dēvas with all their eyes never even 
winking’; "Imatyēr cir Icané’ (5) — ‘The Lord of the Dévas’; Imat- 
yor tolu köve” (8) — "The king who is worshipped by the Dévas’. 
This conception of the Lord's sovereignty over the Dēvas and this 
Universe is thus emphasized often and as usual, because the poet 
feels that there is nothing else except God. In this connection, 
the term "Pacupatī” (8) — ‘The Lord of the souls’, *Bhutanatat? (1) 
— ‘The Lord of the souls’ and 'Aytavēņan (10) — ‘The life of the 


Universe’, and ‘Vanandtan’ (9) — ‘The Lord of the country of 
Heavens’ become significant). 


IV 


The Purāņic descriptions also seem to suggest the Grace of the 
Lord. 


The Mother Goddess had been explained as the very form of 
Graceofthe Lord and her company is referred to in this Aymn (3, 
8). He is under the shadow of the Banyan tree to deliver His 
message and bestow His Grace thus constituting our greatest 
wealth (3). The Ganges (1) and the crescent moon on the mat-lock 
(2), the gift bestowed on Vijaya or Arjuna (5 
to the egoistic Ravana (5) and the gift of the discus to Visnu (7) 
and the swallowing of the poison (1) are all mentioned as empha- 
sizing this Grace of the Lord. Even the destructions are but 
aspects of divine Grace. The three castles: were destroyed but 
their Lords were really blessed then (3). Hence our poet calls the 
Lord the warrior of divine Grace — “Tiruvarul cér CET (8)- 
He is of red form (7) and red eyes (7) — neal c F usually 

' referred to in the description of Visny as “Cépaka? = paa The 


), the mercy shown 
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Bull represents Praņava or Dharma and its Lord is the Lord of 
all — *Pacupatī” (8); ‘Paramétti? (8) — the Great beyond the 
Great — The Supreme Being (one of the few terms our poet is 
fond of repeating; Jains also use this word). The frightful dance 
with the angry ‘Kala’ (4), the force of complete destruction and 
the bloody revolution is only to revolutionize her; to remove her 
anger; to convert bloody revolution into a revolution of love (4). 
So have to be interpreted, though the poet does not say so, the 
flaying of the elephants skin (7), the tiger's skia (7), the destruc- 
tion of the boar, the tortoise and others (9) and the conquest of 
the serpent (10): the skins, the shell and the bones are lovingly 
worn by the Lord as ornaments. He loves equally the great and 
the small, the kouZai and mattam (10), the serpent and the moon 
(10), all making a harmonious round laurel of a crown on His 
ruddy mat-lock (10). Thus this suggests the beauty aspect of the 
Lord; this is made clear by other references: “*Tenmila erikkum 
cataiyane" (5), “Intu cēkaranē”” (5). 
V 
The beauty and Grace of the Lord suggest and remind the 
beauty of Tiruvārīir — surrounded by the gardens. full of bees 
with wings, a remembrance which it was stated inspired him to 
leave Tiuvorriynr and Cankili for Tiruvārūr. 
VI 
Our poet feels he has been purified. The fear of death dis- 
appears at the thought of the Lord who is Death unto the Lord 
of Death (1). Passions no more inflict him, after his realiza- 
tion that the Lord is the fire unto Kama (1). He is happy at the 
thought of the Lord of Grace showering blessings on worshippers 
witnessing the dance, where dance the ear-rings along with the 
ears (6). Our poet feels the Lord has cured him of his diseases; 
that the Lord is the medicine and the nectar all along his way: 
*Valittunai maruntu? (9). He is proud that he is the father of the 


saintly Cirikati (10); has, become the nearest of the nearest 
- the most obstinate follower (Vanrontan 


Servants of the Lord (10); roni 
— 10) who would never leave Him. He feels elated at dorus 
— this 


this hymn on the Lord of the Universe out of great love 
hymn of ten cool Tamil flowers (10). This experience of his, whilst 
singing this hymn, makes him assure those who are masters on 
hymn that they will also, like him, cut away the fetters of pu 
and death (10). Has not the first verse begun praising the Lor 
as “Kalakala’? 
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CHAPTER LXXVI 


TIRUTTURUTTIYUM TIRUVELVIKKUT IYUM 


(Hymn 74) 


I 


This hymn is on two temples, at Tirutturutti and Ttruvēļvikkuti 
(Turutti is an island in a river). (Tirutturutti as distinguished from 
Pūnturutti is Kuttālam in the Tanjore District). The hymn of Nana 
Campantar explains this combination of these two temples: 


*«Pānkināl umaiyotum pakalitam pukalitam paimpolilcūl 
Vinkunirt turuttiyār; iravitat turaivarvēļ vikkutiyē. ”! 


«The Lord enters Turutti as His resort for the day time along 
with the Mother, the Turutti of heaving up waters surrounded by 
the green groves; He resides during night in Vēlvikkuti”. This 
combination is also referred to in the first verse of the hymn No. 18 
of Nampi Ārūrar: 


< Mūppatu millai pitappatu millai irappatillai-c 
Cérppatu kāttakat tūrinu mākaccin tikkin tikkinallal 
Kappatu velvik kutitan turuttiyen konaraimel 
Arppatu nākama rintūmēl nāmivark katpatomé.’”? 


The Vélvikkuti Grant of Netufcataiyan® throws some light on 
this: The place was granted by the great king Palyākacālai Mutu- 
kutumip Peruvalutt to one Brahmin Nārkorran for performing a 
Vedic sacrifice and was named as such after the sacrifice was per- 
formed by the said Brahmin. It was usurped by the Kalabhras 
and continued to remain under the usurpation even after the 
resumption of authority of the Pāņdyas. When JVetuscataiyan came 
to the throne it was restored in the 8th century ‘to the claimant 
on appeal, the claimant belonging to the line of Narkorray. Our 


poc Poong to the es Cann cu during that period Vēlvikkuti 
must have continued to be under usurpation / 


(qn 3: 90: 1. 
2. 7: 18: 1. 
9. Ep. Ind., Vol. XVII, Part I, pp. 2984. 
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One wonders whether because of this, Vélvekkuti lost its im- 
portance and worship as a separate temple, so much so, people 
had to worship it only at Tirutturutti believing that the Lord who 
was present there at Vélvekkuti remained at Tirutturutti during 
day-time. 

II 


In this ymn, the poet is so very much taken up by the 


greatness and Grace of God that he feels he cannot forget orade- ' 


quately enjoy, know, sing or praise Him nor could he get away 
from His path or decry Him. That is what he expresses forcibly 
in the first two feet of every fourth line. He condemns himself 
as the cruel one and the dog, in the last two feet of every third 
line. The words, **Turuttiyar Vēlvikkutiyuļār atikaļai” as referring 
to the Lord of those two temples precede this condemnation and 
occur as the third, fourth, fifth and sixth feet in every third line. 
The first two lines usually give us the description of Kaviri in its 
floods in which Turutti is an island. ‘“Emperumanai” is another 
phrase repeated as the third and fourth feet in every fourth line, 
a phrase put in apposition with “Turuttiyar Vēlvikkuti ular atikaV”. 
The last halves of the fourth lines are put in apposition with this 
same *Emperumánai" and describe the Lord as having removed 
the fetters and sufferings of the Poet. In this arrangement the 


verses end in. the accusative case which usually never occupies 
This rhetorical inversion 


to the poet and 
Tol. 1480) where 
parently an in- 


the last place in a sentence in Tamil. 
lays the emphasis on the special Grace shown 
suggests the rhythm called ‘akappattu vannam’ ( 
the verse, though complete in sense, suggests ap 
complete sentence. 
III 
*How am I to forget my Lord who has destroyed the misery 


caused by the disease inflicting my body?” (1). “I do not AW 
how to sing the praise of my Lord who had completely severed 


the attachment of all the old karmas that exist" (2). ade not 
know how to praise my Lord who has cut away the disease which 
Lord who 


afflicted me" (3). «I do not know how. to know. my 
had cut away the defect or the welded link of the karmas which 
exist and which are impossible to be borne" (4). “I have not left 
off babbling (the names of) my Lord who had today itself SEQ 
ed completely the diseases with which I was afflicted (9): o 
not know to despise my Lord who is capable of removing here 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


848 PILGRIM S PROGRESS 


and now, in this birth the vilest of diseases" (6). *I do not know 
how to express or praise my Lord who had completely removed 
the old karmas so well known tothe world" (7). “I do not know 
how to enjoy or embrace my Lord who had cut away here and 
now in this birth the defect or welding link of the sufferings 
coming from previous births" (8). “I do not know how to stand 
aside or escape from my Lord who has here and now freed me 
from the diseases of the past”? (10). 


IV 


The hymn represents our poet's complete self-surrender and 
the last verse emphasizes this truth. He describes himself as 
Arüran, the servant, the slave of the slaves of the Lord, one who 
does not know anything except the victorious feet of the Lord of 
the beautiful hands. Our poet has gone through this part of 
Tapas enduring all sufferings in the name of the Lord and getting 
relieved of the sufferings to reach higher sphere of the eternal. 
He, therefore, assures those who will carry this song of the Lord 
on their tongue with joy, worshipping the Lord with their hands 
will similarly rule the world of the eternal, reaching it through 


the path of tapas. Suffering thus becomes tapas — a new way of 
looking at the world. 


V 
There are not many purāņic descriptions of the Lord in this 
hymn, except in the last verse which refers to the Lord sharing 


His form with the Mother, the Lord riding on the bull and His 
destroying the three cities, 


VI 

The hymn is full of the description of the Kāviri, so full of 
beauty and divinity. It is placed on a par with the holy Ganges 
(10) and the Lord is praised equally as the Lord of the Ganges 
and Lord of Turutti inside Kaviri (10). The river makes the land 
rich, beautiful and holy. The cult of the holy rivers inspiring 
the people to bathe in these holy waters is seen reflected in this 
hymn. 

“The great clouds send their lightning flashes. 
torrents. ‘The stream rushes down with terrible E. 
bringing the waves to dash against the banks 
Kāviri which is metamorphosed into our food à 
reside the bhaktas who wake up worsh i 
lovers. The Lord knows what t 


They rain in 
acking noise; 
There flows the 
On its wide banks 
ipping His two feet as his 
hey say. (‘Connavararivar’ 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


TIRUTTURUTTIYUM TIRUVĒL VIKKUTIYUM 849 


reminds us of the name of Kalarirrarivar who is referred to as 
‘Connavararivar’ in an inscription of Nitür) (1). 

“Those things which are there for coming together, come 
embracing others and get threaded up so to say. Thus the millet 
and mountain paddy are harvested and scattered by the water 
of the floods. The flood attacks the big 'kūiku” and *marutam? 
trees on the sides; it pushes the bunches of fruits so much, that 
they, like a mountain, obstruct the flow of water. But it stil] pus- | 
hes even this mountain along, rushing fast. This is the Kaviri 
wherein is the island of Turutti whose Lord is our God.,” (2). 


“The tusks of the murderous huge elephants, the rich yield 
of fresh and swelling fruits — these the flood carries mixing and 
bringing together things from far off places. It reaches, it em- 
braces, it flows down and it enters. The big river Kāviri goes on 
its march enabling the yogins and bhogins who both of them per- 
form tapas in their own way to bathe at dawn [The conception 
of yogins (people who perform yēga as ascetics) and bhégins are 
people who enjoy probably as referring to house-holders — as 
performing tapas is significant; for, is not our poet himself a bhogi 
performing tapas? This also reminds us of Tiruttakka Tēvar — 
“Narravam ceyvārkkitam tavam ceyvārkku mahtitam”” — Nāmakaļ: 
48]" (3). 

“The streams shower down rough surfaced big logs of sandal 
wood and of akil. They rush down and carry away pepper and 
plantains to be secreted away by the waste land (Punpulam); thus 
pushing everything goes to the sea this great river Kaviri. With the 
idea of production it flows on its sides and throws out its water 
and its gifts” (4). 

“Pushing along the tusks of the elephants which rain down 
their three musts and the good golden flowers of *vēnkai” tree, the 
mountain streams rush down and down and their fast rushing 
waters come together and here they whirl and flow down enabling 
the people of the eight points of the compass to come together 
and bathe”? (5). 

“The Kaviri carries the big and famous sandal logs and akil, 
gold and gems. It pushes along beautiful flowers. It swells up on 
the great banks of such rare workmanship which it digs down aly 
for increasing the fertility and wealth, The glistening great Kavirt 
removes the sin of those who bathe in it and washes away the 

T. 107 
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dark collyrium (some take it as referring to the avidya, arava or 
ignorance; some take it as the dirt of the body)” (6). 


“Crossing as it were the plantain fruits and the mango fruits 
on the mountain and then slowly making them fall, fighting 
against the ‘mara’ trees, it rushes with the sole idea of seeing the 
great blue sea crying for it; it carries the peacock feathers as 
though balanced on its shoulders, throwing out pearls on all sides: 
thus rushes the great Kaviri’’ (7). 


“The great Kāviri becomes crystal clear, throwing out shining 
crystals and carrying the chautre of the yak. It goes with the 
sole intention of seeing the great blue and pungent sea whilst 
the cities and countries think of it, joyfully, with all their hearts 
whilst many birds dip into it and frisk about on its bright bank” 


(8). 


“Tt makes rich the fields. It swells with no possibility of 
even flow. It carries gold. It creates commotion and this re- 
sounds everywhere. It topples down and scatters big sized shin- 
ing pearls and groups of shining gems. It makes the great trees 
on the two banks split, carries them and dashes them against — 
thus goes the big Kaviri stirred up and agitated" (9). 
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CHAPTER LXXVII 
TIRU ĀRŪR-P PARAVAIYUNMANTALI 


(Hymn 96) 
I 


The poet reaches Tiruvārūr. He enters the temple within the 
fortress wall. On the one side, he feels the Lord’s superiority and 
his inferiority; on the other side, he feels the sufferings and he 
laments for them expressing however his own firm faith in the 
Lord. Every verse ends in this hymn with the own words, ‘Paravat 
un mántali Ammānē” — “O, Lord of the Temple in the Fortress 
wall". The famous Fortress wall with its shrubs of ‘karanta:’ and 
‘mattam’ and trees of ‘vanni’ and 'kūviļam” reminds the poet of the 
Lord, who is the Lord of these flowers as much as the Lord of 
this Temple of the Fortress (10). The conception of Holiness has 
taken root in him. He begins hy addressing the Lord as the Lord 
of holy tongue (or month) and this is appropriate to the occasion 
for he prays to the Lord that He may exclaim in pity, *Alasl; 
our poet sings, “Will you not protect those who perform your 
services, from the sufferings inflicting them? The five (sensations) 
have noted this and if even they prevent one, I will praise you 
with my tongue expressing good ideas in good words. Pray, out 
of pity for me cry ‘Alas!’ O, my father of the earthern temple in 
the Fortress Wall.” (1): The same idea he repcats in the fourth 
verse, *T always contemplate on you. The five (sensations) pre- 
vent me from contemplating on good things (This is according 
to the reading, ‘Nallana nokkamaik kākkinrāv. There is another 
reading ‘kakkinray’ — You prevent me from seeing other good 
things of the world). The five have noticed this. Even if they 
prevent me and keep a watch over me, I find you in my mind 
with the garland of words of speech, O, my father of Paravaiyuļ 
mantal? (4). 


II 


He tries to reach the universal stage forgetting his individual 
sufferings but feeling them as the sufferings of all the followers of 


the Lord. He begs of the Lord to hearten them with the assuring 
words, “Fear not”. “With their mind beautified by you, getting 


- 
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elevated and hastening, they contemplate and think only of you. 
Tell them, “Fear Not” " (5). The Lord is here referred to as 
being in the company of the mother and with theblue throat, all 


symbolic of this love and Grace to which alone the poet is ad- 
dressing. 


‘Without even changing from their wonted path, these 
followers ever speak well of you. What is their fate? You are the 
Lord of virtue (Puņņiyā), the very embodiment of virtue (Punniya- 
mānānē). (It looks as though it were a rebuke. For, the Lord 
in the view of the poet is not evidently virtuous in His dealing 
with these followers). “What is it that is good for you, you who 
dance in joy in the graveyard of corpses which the ghosts do not 
leave?” (3). The poet seems to suggest that these followers are 
not worse than the ghosts. (We had elsewhere pointed out the 
pure mind of the followers is the real graveyard where dance the 
Lord). 

Our poet, a scholar himself, thinks of the followers of the 
Lord, who are scholars and poets and describes God as their Lord. 
Their greatness makes him feel that the Lord is a special boon to 
them all. “You are the gold unto the scholars. Your fame can 
be praised by these poets, though, you are the self-luminous light 
yourself, praising your form by yourself. You are the lightning — 
a flash in the darkness of isolation when first experienced. You 
are like the young rising sun in the drawing sky of rose (2.6.5 
the gradually developing light of love after the night of suffering 
and darkness).” (There is no prayer in this verse. When the 
i Lord has showered blessing where is the necessity for any 

prayer?) (2). : 
"My father, the Great Lord, showering your Grace on those 
following the path of Āgamic rites and great for such great con- 


duct, the Lord and father of the chief of Pitavūr, the chief of great 
love and mercy CEPR 


3 (Probably a well known chief of drūrar's age- 
pen take it as referring to the Lord Himself), the only father 
| vod Pēra live Eon by their knowledge or erudi- 
. This w em: Kr (6). Here also there is no prayer: 
pc nuno pl ge think of the Lord as something supreme 

h g everyone, A ou are Heavens. You are the 
Highest thought, up above the Higher spheres up above the High 
MERION OH the letters, words and subject matter — are but your 
tīša Ca — OT, it means you have created all these). 
{Having E everything as His eye, he prays to the Lord, 
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«O the Lord of (or the form of) the Universe! Show me those 
to be seen through your eye (by blessing me with an eye which 
I had lost and which when received will be holy as being your 


gift)]" (7). 

This universal vision inspires the poet to praise the Lord and 
His Grace: “You are the wind, you are our speech (kūrru is taken 
by others as the Death unto Death), shining with the throat blue 
like the clouds. You are of the (pure and sacred) ash, with the 
damsel of the beautiful bangles sharing your form. You are the 
Lord of the river full to its brim, remaining there upon your long 
mat-lock" (8) — these suggest His miraculous Grace and mysteri- 
ous. powers. Our poet forgets even to pray for anything because 
he stands enchanted by the thought and form of His Grace. 


III 


Thus contemplating on the Lord’s greatness and Grace, our 
poet becomes conscious of himself as contrasted with the Lord. 
Naturally a feeling of self-condemnation arises. The poet con- 
demns himself — “I am a sinner; I am the condemned, doing no 
good act amidst all my activities. I am the cruel one hankering 
after everything I see. I am your slave, but I am one who does 
not describe your services as I ought to (kūrumāru or describe 
your services so as to embrace you, for, kūtumāru is another read- 


ing)” (9). 


But this condemnation is a passing phase; it has made the 
poet pure, holy and whole. He feels that he is fuo divine 
knowledge and divine love. He describes himself ‘Nirampiya 
Üran? — ‘Oran who is full of perfection.’ He sang of God that He 
is the highest conception, high above those of high spheres, higher 
than those of the still further higher spheres. The experience of 
perfection which came over him whilst singing this hymn ina com- 
munion with highest conception of Godhead, inspires him to acs 
that those who love this Aymn of ten uttered by him with ng 
experience above described, are like God, those who ci the 
highest, higher than the people of a high spiritual pisen Ps 
themselves higher above the people of the high spiritua! sp 
(10). 

IV 


In this hymn, the poet has referred 
of the Mother (5), His ruddy form (2), 


to the purāņic descriptions 
His dance in the graveyard 
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in the company of the ghosts (3), His sapphire and cloud like 
throat (5), His three eyes (7), His mat-lock with the river (8) 
and His favourite flowers of karantai, vanni, mattam and kūviļam 
(10) — descriptions which become one with the contexts. The 
idea that His three eyes are the letters, words and subject matter 
is significant (7) to the Tamils, as explained elsewhere especially 
in this hymn which speaks of the Lord as the father and Lord of 
the Tamil scholars. He refers to the worship with the garland of 
speech (4), a worship which is probably the special greatness of 
poets and scholars. The Agamic path and conduct are also men- 
tioned. The path of contemplation on God as the highest possible 
conception is also hinted at. 
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CHAPTER LXXVIII 
TIRU ĀRŪR 


(Hymn 37) 


I 


This Aymn is addressed to the bees, birds and the cloud as 
messengers of love. Every verse ends in a chorus like ending: 
“Unartta vallīrkaļē””. It is either an interrogation, Are your capa- 
ble of making Him realize this state of mine?” or better an asser- 
tion, "You are indeed capable of making Him realize this state of 
mine." This will imply a request that they should take pity on 
the love-sick maiden and carry her message for informing Him 
and impressing on Him her true desperate condition. Thus these 
verses are the specches of a love-sick maiden, pining away, unable 
to bear His separation. 


II 


Coming together of the loving couple”? is technically known 
as "Kuriūci'. It occurs under ideal conditions in the mountain 
tract and at midnight. Without any conscious Or previous 
arrangement, Providence brings them together. The two pecome 
one great embodiment of divine or natural love. Separation" is 
known as 'Pālai” and the ideal place and time are the desolate 
desert and the summer midday respectively. “Living together a 
chaste domestic life of complete identity of purpose” is called 
*Mullai". The ideal place is the sylvan tract and the ideal ime 
is the dusk (first part of the night) of the rainy season. The 
sulky mood" is known as ‘Marutam’ and its ideal place is the city 
and the ideal time, the dawn. «When the hero is absent for a 
long time, the heroine is overpowered by a feeling or despair 
and desolation” and this is technically known as ‘Neytal and the 
ideal place is the lonely mourning sca and the ideal PRUTE 
desolate and exhausting afternoon. It is this neytal which 4 šā 
cribed in this hymn. The crane (nārai-8), the stork fee u- )} 
the swan (annam-10) and the ruddy goose (cakravāļa- ) a a 
water birds. To distinguish this sea-board from the de ere 
will be a grove on the beach, known in Tamil as Nea W dos 
will gather all kinds of birds, the parrots, the koel, the bees (10). 
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The clouds also come in as possible mesengers (7), because they 
travel through air as much as birds. The feeling of despair and 
desolation is so powerful that the lovesick maiden has no time 
to think whether the birds can be the messengers of love. One 
gets great relief by the very act of giving expression to the pent 
up feelings. We have already referred to the philosophy of the 
common folk who look upon the birds speaking and hearing per- 
haps better than men. 


III 


The commentator on Tiruvāymoļi (the commentary known 
familiarly as Īfu), refers to a tradition about one of the readers 
condemning this kind of poem as rank eroticism, —J'ajsavalkya, 
explaining the greatest truth about the ‘Atman’ to Maitréyi in the 
Brhadáranyaka Upanishad* speaks of the ‘Atman’ as that which is 
to be heard, that which is to be contemplated on, that which 
is to be seen and this commentator says that this describes the 
love, one has to bear to the Atman or the Lord; this love is the 
Bhagavatkāma. Nammālvar asserts that he will not forget Him, 
that he will cry for Him, embrace Him and love by worshipping 
Him? and Wāfijīyar explains this as the Alvar’s experience of the 
Lord enjoying Him with his mind, speech and body. This hymn 
of Nampi Ārūrar also is one such experience of love as is made 
clear by the statement in the last verse of this kymn: 


««Nūttamā kanninain tuļļamēt tittolum 
Attanam porkala latikalà rūraraic 
Cittamvait tapukalc cinkati Jabpanmeyp 
Pattanū ranconna pūtumin pattarē” (37: 11) 


The true Bhakta who daily meditates on Him with his mind, 


praises Him (through his speech) and worships Him (with his 
body). 


IV 


€ 3 
4 Ra Ts or the commentary on „ammālvar raises the ques” 
tion, *If the saint is experiencin 1 


the L i is des- 
pair and desolation of pen € Lord, where arises this de 


1. 6: 5: 6. 
2. 1: 3: 10. 
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In the previous hymn, the poet was referring to the Graces 
of the Lord through the Purāņic stories such as the feast of poison, 
a feast which the saint feels he cannot see anymore because it 
happened once upon a time. It is this kind of disappointment 
that brings about this feeling of despair to the Ītu. 


The Ztu next raises the question, “Where arises the separa- 
tion when the saint is experiencing the Lord?” and it offers an 
explanation. The commentary follows the method of the cate- 
chism: : 


“Food is good, but it brings on disease when there is no 
hunger. Therefore, the doctor prevents the food coming near 
the patient. To enable the Alvar to bear the oncoming experi- 
ences, the Lord steps aside for a while, so that the saint may be 
without the divine bliss for nonce”. 


The iu next raises the problem whether God is a Doctor and 
quotes Periyālvār who has answered the question in the affirma- 
tive by describing the Lord as ‘Maruttuvan’. Nampi Ārūrar also 
described the Lord as ‘Valittunai maruntē” (70:9). 


The Ītu continues to ask, “Can this saint, the great, wise 
master despair?" The reply is that if he was blessed merely with 
the knowledge of wisdom he might not have despaired but he was 
blessed with wisdom taking the form of Bhakti. This love for 
God it is that inspires the despair even where there is no room 
for despair. That is the characteristic feature of all love. The 
Lord is so unique, so beautiful, so great and so loving as describ- 
ed by our Nampi Ārūrar in the previous hymn, that even the 
thought of the Lord's absence for a while brings on despair mak- 
ing futile even the great wisdom conferred on the (mb by God: 
The Ītu points out, that the embodiment of God’s Grace, KE 
herself, who ought to know better than anybody else, attempte 
to commit suicide with her own tresses of hair unable to bear the 


absence of her Lord. 


The next objection raised and answered by the Īģu is whether 
it is an ancient convention to send birds as messengers of A 
Here again the commentator refers to Ramayana, where Šītā 
addressed the trees and the river begging of them to report to 
Rāmā about her abduction by Ravava. 
T. 108 
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V 


'The commentator raises another doubt about the masculine- 
saint becoming the lady-love. He refers to six points of identity 
of the lady-love with the saint: (1) Being a servant of the Lord 
(and becoming unfit for the service of others); (2) taking refuge 
in Him and none else; (3) being alive only when in communion 
with the Lord; (4) suffering the unbearable despair at the 
thought of separation; (5) offering happiness unto Him alone; 
and (6) accepting Him alone as the protector and abidiug as the 
thing to be protected by Him alone. This reference to the saint 
as a lady-love, the Jiu looks upon as a metaphor. But one may 


add that the souls and saints stand in the place of the ladies in 
love with the Lord as their ravisher. 


“Will not the masculine qualities subvert this feminine beha- 
viour of the saint?’ asks the commentary (fu). It answers, 
“Even men aspire to become women in the presence of the Lord; 


for, such is the characteristic of the Lord, the Purusóttama, the 
best of men. 


VI 


The commentator raises another question. “How the lady 


within the palace could get at birds for being sent as her mes- 
5> T 3 
sengers)" In answering this the commentator explains the con- 


vention of Tamil poetry which we referred to above. In the 
garden of the sea beach or ‘neytal’ there are the birds with wings 


to quickly reach the Lord and the heroine addresses them without 
any thought about the possibilit 


: YT y of their speaking. As already 
explained, this kind of address to the birds as messengers is as 
gag aes Eri POCĪTY, a convention, which came to be elabo- 
rated in later times. i 


Ni mpi Ārūrar's hymn as 
dem Guru or the Master, who 
ith the soul. The white crane 


ob 
brings about the union of the Lord 


(3) signifies the Guru's blotless purit 
A y and ^ 
parrot (2) repeats only what it has learnt Wis. knowledge. The 
tions — the "āftavacana* without introducin ae any interpola- 
fancies. The swan (10) which separates de bel RET Md 
rom the water 
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represents the Guru separating the grain from the husk of know- 
ledge. The ‘pūva? (2) reminds us of the sweet speech of the 
Master. The *veyņārai” (3) — it wanders about all around per- 
haps for the proper food for its lover and its young ones. That 
reminds us of the contemplation, love and the kind regard for the 
student, all characteristics of the Guru, working hard for the 
student’s benefit. These white cranes are said to sit on the top of 
the groves full of leaves without caring to enjoy the shade but 
intent upon keeping a watch and waiting for the proper food. 
This reminds us of the Guru, keeping always a watch over the 
surrounding for the benefit of the student without caring for his 
own comforts. The ‘kuruku’ (1) or the water bird perched on the 
sandy dunes reminds us of the same charaeteristic features. The 
humming honey-bees (7) gathering little drops of honey for the 
bees in the honey-comb reminds us of the untiring study and 
meditation of the Guru for the benefit of the student. The bee, 
does not feed on anything else but the honey; so does the Master 
on the loving Grace of the Lord and nothing else. The koel (9) 
(kuyil) famous for its song reminds us of the sweet speech of the 
Master. Cakravala birds (4) forming a loving couple are comple- 
mentary to each other, bearing no separation. This reminds us 
of the Master feeling the indispensability of the student unto the 
Lord and to himself. The clouds (7) are symbolic of the help 
showered without any thought of return and this reminds us of 
the munificence and Grace of the Master. 
VIII 

The poet describes the pang of separation in every verse as 
consisting of three stages of development. The first verse speaks 
of the drinking or enjoying the Lord as though he was a nectar. 
This experience of communion or embrace as beyond words comes 
in only to describe the experience after it is over, though it must 
continue as a sweet remembrance, misleading thus the enjoyer 
himself into thinking that the experience is still continued. This 
unique experience of the Lord is so other-worldly, so holy that 
even the lover falls at His feet and praises Him, as soon as she 
recovers from the ecstasy of the experience. In the third stage 
even the remembrance becomes a distant past. The pang of sepa- 
ration comes on with all its force and the lover thinks of the ex- 
perience with its past and the desolation which is the present, 
holding out hope for the future. She becomes perturbed, agita- 
ted, losing her very form and beauty, very much like things which 
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melt thus. The fire responsible for this kind of melting is the fire 


of love. The question arises whether this is all a reference to the 
present desolation of the past experience. The verbal form used 
‘parukum’ (1) has to be taken in the sense of a habitual happening 
thus referring to the Lord blessing therewith His love and then 
stepping out for a while, as it were playing a game of hide and 
seek. The love-sick damsel has reached this stage of complete 
extinguishment — that is her feeling and that is what she expres- 


ses. Here also the body, the mind and the speech experience 
both the communion and the desolation. 


The second verse speaks of (1) her incapacity or absolute 
powerlessness to forget the Lord, (2) of her bangles refusing to 
stay where they are because — thanks to her burning passion for 
the Lord — her body has become completely emaciated with no 
flesh to keep the bangles tight in the position and (3) of her sleep- 
Jessness even during nights which bring no peace or rest making 


her babble and cry. Thus the three karanas come into play in 
this state of desolation. 


The third verse speaks of the lady-love, in spite of all this 
desolation, making a last attempt to live for the sake of Him so 
that He may not be disappointed when He chooses to come back 
to her. This is such a strain on her slender frame that the ema- 
ciation reaches such a stage that the loosening bangles completely 


fall down. The third stage is reached when this suffering ripens 
into her bitterness and rancidity, 


gradually passing through all 
the stages of suffering to reach this limit of its SENS 
The fourth verse speaks of her as still continuing to be her 


good old self, without becoming hard on Him for his unkindness, 
without swerving even to a hair's breadt 


ANE h from her usual path of 
dove: asBnptbis 1s a great strain on her physical frame at there- 
fore, the bangles in spite of all her efforts, refuse t d here 
they are. After this happens, > e to stand w 


emaciated. The next stageis wh 
The third stage is when her heay 


em golden bangles fall down. 
colour, becoming anaemic ang pP 
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of 'pīrkku” creeper. (These three stages, instead of referring to 
her state of desolation are sometimes interpreted as referring to 
her first meeting with Him at that state of love at first sight on 
the basis of ‘utai peyarttututtal etc” mentioned in Tolkappiyam, 
1207, etc.). 


In the sixth verse, she speaks of her seeing Him—that is the 
first stage. In the next stage the fire of love flares up in her 
mind. In the third stage this fire consumes her body. 


In the seventh verse this reference to three stages is wanting 
and that was one reason why it may be looked upon as an inter- 
polation. This verse simply refers to her bosom, because of her 
anaemia, taking the colour of the pale gold. 


The eighth verse continues to speak of her sufferings in three 
different stages—she speaks of her being without any other desire 
or attachment (except that of the Lord), of her being without any 
other greatness or power (except that of the Lord) and of her 
being without any other relations (except that of the Lord). This 
verse can be better understood in the light of Appar’s verse: 


“Kaniyi nunkatti pata karumpinum 
Panima larkkular pāvainal lārinum 
Tanimu tikavit tāļu maracimum 
Iniyan tānnatain tārkkitai marutane" 3 


“The fruit and the sugar candy are objects of ordinary desire; 
women represent the most intimate relationship of love; kingship 
refers to the greatness of Power — These are the three things 
which man ordinarily aspires for. The Lord is sweeter than they”. 
Nampi Ārūrar introduces a slight variation in the enumeration 
of these three. Appar who had known the intoxication of power 
and whom passions could not perturb, placed power as the greatest 
of man's aspirations, but Ardrar who had enjoyed power but who 
could speak of the embrace of his wife as the experience of divine 
Grace places human relationship as the highest aspiration. The 
material desires have vanished first for the love-sick maiden. The 
ambiton of power next disappears. In the third stage all human 
relationships vanish. : 


In the ninth verse the love-sick maiden, a poetess herself, 
speaks of the three stages of her hankering after the Lord who 


3. 5: 128: 10. 
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had left her in desolation and whom she goes in quest of. She 
praises Him and thus tries to find Him. Then she sings in that 
quest after Him. Third comes her heart melting, silently suffer- 
ing. The quest of verbose prose, the quest of poetry or music 
and finally the quest of the. silent loving heart form a spiritual 
development. 


The tenth verse represents the hope, of the future or rather 
her dream during this period of separation. She sings the joy of 
His presence; then she praises and worships Him because of His 
unique greatness. She embraces and becomes one with Him but 
only to be in a sulky mood because of His indifference—a feeling 
which is unconsciously working in the mind. 

IX 

The way in which the Lord is referred to in this hymn of love 
is important. He is the Lord of beautiful and cool Ārūr, full of 
fields wherein flow nearby the juice of rich sugarcane which had 
become pressed and crushed because of the water birds rushing 
at them. Thisisa good recommendation to the waterbirds which 
are sent as her messengers of love. This also suggests the feeling 
of surprise at this kind of order existing in nature which makes 
the city of the unjust hero to be so very fertile and sweet. Per- 
haps it also reveals the innermost thought of hers that the Lord 
is as sweet to her even as the city is. It may also suggest that 

the reason why He has not chosen to come is that His mind is 
captivated by this beauty of nature so good for the world (1). 


In the second verse the God is addressed as Master, who is 
fit to be described asthe eye of Dharma thus assuring the birds 
that their eyesight can never miss the Dhàrmic eye of us all and 


that they can expect no unkind act fj ? 
i rom Him. I ests 
that the reason for His not comin t also sugg 


Dharma (2). g is His preoccupation with this 


The third speaks of the Lord as m 


golden but victorious feet which rule e Master of the beautiful 


ship and sovereignty (3). Preoccupation with His ruler- 


The fourth verse speaks of Hi 
things not in any regular order, The od ME performing 
akes us fall in love 
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with Him at first sight showering all Ēlis blessings on us all at 
once; for, He believes in no gradual development of love. This 


' suggests that the Lord is sure to listen to their pleadings on her 


behalf and that the reason for not coming to her earlier is His 
preoccupation with such kinds of race for love. The Vaisnavite 
commentators emphasize this aspect of the Lord — the Lord has- 
tening to save us all without believing in blessing us in instal- 
ments which makes His lovers also impatient at the separation 
and incapable of any thought of reaching Him gradually and by 
stages. (It is possible to interpret the ‘akramam’ as the cruelty of 
the Lord but such an interpretation may not be in consonance 
with the general trend of this hymn) (4). 


The fifth verse speaks of Him as the Master holding the 
weapon of the teasing trident. This trident also ought not to be 
taken as the sign of Hiscruelty. This dynamic trident is a symbol 
and a promise of God's Grace overcoming all obstacles and ene- 
mies of His love. It is thus an assurance to these messengers of 
love that the Lord is there destroying all the obstacles in the way 
and that the delay in His coming to the love-sick maiden is His 
preoccupation with such removal (5). 


The sixth verse speaks of the Lord as the Master worshipped 
by the residents of this universe. This encourages the birds that 
He is the beloved of all the beings of this universe and that the 
delay if any is due to His preoccupation with these very people 
of the universe falling at His feet with their prayers (6). 


The seventh speaks of Him as our Lord enjoying the bliss 
of the cow probably referring to the ‘Paficagavya’. One who is 
fond of the cow is not going to be hard with these birds or with 
the damsel; the delay is due to the worsbip by the followers 
bathing Him in the ‘Paficagavya . (‘An may be the bull with 
reference to the Pranava or the Dharma) (7). 

The eighth verse does not describe Him as anything more 
than the Master. It begs of the birds to tell Him for all that this 
is the proper juncture for saving the damsel. Nothing more iš 
needed except informing Him thus and He is sure to rush back 
to save her (8) the Lord of cool and beautiful Arar surrounded by 
garments where the serpents dance whilst the koel and the bees 
begin to sing intoxicated with the sweet fragrance of the kurava 
fiower (9). (This has to be interpreted in the same way in which 
the first verse has been interpreted). 
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The tenth verse describes Him as the Master who is adorned 
with His gold and victorious anklet. That great Master of art 


and dance is not going to present a deaf ear to the she-swan, to ` 


the musicians of a koel and a humming bee — that is the suggested 
assurance for these messengers oflove. The delay is due to His 
preoccupation with the dance to please His love (10). 


X 


In the last: verse also the poet speaks of the Lord’s gold 
anklet of the Master of Ararar. The poet calls himself the father 
of Cinkati, the true Bhakta who has kept within His mind the Lord 
Ārūrar. He begs of these Bhaktas to sing these verses of love. 
What more is necessary than this experience of love expressed in 
this hymn to any God-intoxicated person? "Therefore our poet 
does not offer any further assurance. 


XI 


The descriptions of the birds may be conveniently given 
here. The first verse is addressed to ‘kuruku’; the second to, ‘my 
parrots’ which fly and to ‘my pivai’ which sings. Flight is import- 
ant at this juncture for carrying her message and that is why 
that aspect has to be emphasized. The next aspect is that they 
should express her message and that is why the aspect of singing 
is referred to (2). The white cranes are said to run all round 
and labour hard roaming and whirling. This refers to the capa- 
city for going in search of the Lord and enduring all the hardships 
involved therein (3). The fourth verse is addressed to the ‘cakra- 
vala’ birds first to the female birds and next only through them 
to the male birds. Cakravaja is probably a water bird. lt is said 
that the male and the female will form a complete circle while 
resting in peace; they do not bear separation. The female birds 
are first addressed because of the lovesick maiden belonging to 
the female sex naturally appeals to her sex. It is also considered 
not proper for a female addressing the male AAE shout going 
through its wife. That is why also the a ct without g 

ppeal is made to the 


female swan lying in embrace with ; 
. 3 lts male i e. 
The fifth is addressed to the crane sittin in the tenth vers 


grove. The sixth is addressed to the b 
the water birds sitting on the san d ERES A ibe clouds and t2 

sand. The seventh is addressed to the a time expanse A 
. clouds. The eighth is addressed to the White RT EC s 


8 on the top of the leafy 
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same idea of their whirling and roaming completely all round. 
The ninth is not specifically addressed to any bird even as the first 
was not. The koel and the bee are mentioned perhaps to suggest 
that this verse may be taken to have been addressed to the koel 
and the bee which may be tempted by this statement about their 
kith and kin in the land of the hero. The tenth is addressed to 
the female swan, the koels and the bees. 


XII 


In the white heat of love and passion especially in the feel- 
ing of desolation and despair there is no reference to Purdnic des- 
criptions except for the reference to the anklet and the dance (11). 
This love is according to the Vaisnavite commentators the mutual 
love of Aintiņai but Cékkilar as already pointed out calls this *£aik- 
kila? perhaps because he feels the soul is not the equal half of the 
Lord. Or, we must take it that the love-sick maiden who is none 
other than the poet has not embraced or has not the embrace of 
the Lord, but is only giving expression to one’s unrequited love. 
It is very difficult to justify this interpretation on our reading of 
this hymn. This hymn is important and significant as giving clear 
expression to our poet’s mysticism in its aspect of erotic mysti- 
cism which is symbolic of the divine experience and which cannot 
be expressed in any. other way. 


T. 109 
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CHAPTER LXXIX 
TIRUVĀRŪR 
(Hymn 95) 


I 


Because of the importance of the mystic hymn it has been dis- 
cussed at some length, ourselves following in the footsteps of 
Vaisnavite commentators who represent the best bhakti tradition. 
Therein, one found the complete self-surrender of the poet as the 
lover of the Lord and his complete confidence in the Lord’s Grace. 
But the world, being what it is, disturbs for a while this great 
confidence. Our poet has come back to Tiruvárür but unfortu- 
nately his eyesight has not yet been completely restored. This 
drives him into a sulky mood and he almost curses the Lord in 
the present hymn though at the same time he once again expresses 
his complete confidence and self-surrender. Every poem ends 
with the expression “Valntu pūtīrē — ‘You go prosperous’! The 
subjective element predominates in this hymn. Sometimes the 
sufferings are expressed as the poet’s own, sometimes he reaches 
the universal stage where he describes the suffering as that ofthe 
followers in general as often found in Ararar’s poems. “They 
MC RU PR un and servants unto you alone, 
without caring tor others. Li : s 
flare up, S their mind ŠI fete iet COS it uem 
4 , uffering was smouldering. 
Their dk e fade a great deal. When these followers of 
NOM tl um SUN sufferings, you keep quiet 
acte e tai AINĀS SM word of assurance). You, 
prosper? (1) 


II 
«You may sell away, but I a , 
became your servant. Ih m nota hypothec. I lovingly 


à ave not committed : 
have made me blind. Why did you take bos ume ji age 
+) 


1. This meaning of blindness 
mūnkar vali kà[fuvittu" — 1040:2 of Sad Sēme in Tēvūram, «Kottaikku 
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ter? The calumny is yours. If you are going to leave off without 
giving the other eyesight, you Had better prosper!” (2). 


“The calf hits against the udder of its mother for feeding it- 
self but the cow becomes full with milk and secretes in abundance 
to be drunk by its calf. Like those cows the bhaktas without any 
break, ever go on singing of you inspired by your love. (They have 
no other thought except your glorification). If the eyes of these 
followers of yours cannot see and if they dash against a hillock 
and fall into the pit, well, you had better prosper!” (3). 


«Your followers full of love for you, express their miseries 
to you but you keep them in that state of misery and suffering 
and order for them only blessings for the next birth. If this must 
be so, well, you had better prosper!" (4). 


“Our Lord! Is this the end to which they come, they who 
come to serve? These Bhaktas who sing in varied rhythms, have 
not eyes to see; if these, in their blindness come to you and cry, 
«O, Our Lord! Is this just?” (You keep mum). Well! You had bet- 
ter prosper !”” (5). 


“Itis not because of want of wealth that they grow ema- 
ciated. Their eyes become blind and could not see. Their minds 
suffer. If that is how your followers (have to) sit brooding, well, 
You had better prosper!”’ (6). 


«O, Our Lord! Is this what becomes of those who come to 
serve? You display the delusions. You bring us our births. You 
bring about our mind which does not forget you. You bring about 
this body and the Bhaktas stand full of tears in their eyes. If this 
is what happens to them, well, You had better prosper!" (7). 


«We were born in no bemeaning clan (elsewhere we have 
interpreted this as referring to the poet's superior birth of a Brah- 
min, but we had occasion to refer to our poet's conception of a 
community of Bhaktas and it is to this he must be referring here; 
for, the next sentence following this about birth speaks only about 
the characteristics of the Bhaktas). We praise you without any 
derision. Our Lord! You do not know that this is calumny or 
sin, if we, the Bhaktas who sing of you, sit with coanfused whirl- 
ing mind without seeing the way out; well, You had better pros- 
‘per; You that have become the lagoon and the sea near thelagoon 
the ship on the sea, the land as the shore to be reached by the 
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ship and also the words connected with the experience of all 
these!” (8). 4 


Al] others say that it is cruel to separate even for once 
though it be from the devil. If your mind is intent on that and 
if you attain and accept it, even the unripe fruit, if it is loved, is 
it not as good as the sweet ripe fruit? Those who had come to 
serve, roam about in the centre, like a dutiful and grateful dog. 
If you do not open your mouth (in reply) to these servants, well, 
You had better prosper!” (9). 


“We sit, we stand, we lay ourselves down; in whatever posi- 
tion we may be, we praise you without slighting you. We come 
all the way suffering and if we express to you our sufferings — 
well, You had better prosper (if you care not to listen to us and 
to shower your blessings on us)!" (10). 


III 


That this hymn is sung in a sulky mood is made clear by the 
last verse where the poet calling himself **Arür-t tirumūlattānattē 
atippēr Arüran" — "Ārūran, who bears the name of the Lord in 
the garbhagrha of Arir,’ complains, ‘You have taken away my eye- 
sight. The cities of the whole world knowthis. You alone have 
become calumniated. You have appropriated Yourself half the 


body of the damsel of ribbon tucked up bosom, well, You had 
better prosper!” (11). 


IV 


The poet describes the holy place of Ārūr and the descriptions 
become one with the context. The Lord is inside Arar of the 
groves where come to rest without fail the ‘anri?’ couple (3). The 
erotic symbolism of the previous hymn is still wor 
afite;poet; and thisidescnipion Suggests that the Lord of the 
place where even the loving couple of birds are never disappointed, 
should not disappoint His lovers, viz., His followers GERNE 
has suggested that our poet has been hankering af en Tiruvārūr and 
gighesiehtonrethengn reaching Tiruvārār which | 1d not 
clearly see because he did not completely SEES f x m blind- 
ness, he exclaims, "Is this Tiruvārūr, of the gr » m "i 2 A 
puts, forth its golden flowers and ae dome where ee 
corals?” (10). And again the poet who had e € red and coo 
«rane in the previous hymn as os addressed the white 
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emphasis there on the whiteness of the wings which must carry 
the bird to the Lord for carrying the message of love. The erotic 
imagery continues here, and the poct speaks of the crane reach- 
ing Tiruvārūr, but here the crane has to sit or stand comfortably 
for delivering the message and the emphasis, therefore, is on the 
beautiful red leg appearing like the stem of the millet plant (6). 
The groves of Arar comes to his mind as the place where the 
swarm of birds, those messengers of love of the previous hymn, 
reach for rest, along with these loving couples. (7). 


V 


God is addressed as the Lord (Atikal-5); as the Great Man 
(Perumān-5); as One who is responsible for. the illusion of the 
world, for births, and ultimately also for our mind which in the 
end never forgets the Lord (7) and as One who is the back water, 
the sea, the ship and the shore and the word describing these (8). 
(These seem to suggest the narrower experience of the world 
leading us on to the sea of births and deaths where one, if fortu- 
nate enough to get hold of the ship of confidence or reliance on 
God’s feet, reaches the other shore of divine bliss. He is also 
the words — the ‘sabdha prapafca’ expressing this experience). 


VI 


Our poet as usual in his hymn of subjective experience has not 
room enough for describing the Purāņic stories. Here in this 
hymn, he refers to the Lord of the mat-lock, the twisted and 
dull mat-lock adorned with the gold-like garland of konrai (6) 
and to His black throat (11), High eight arms (11), His three eyes 
(11), and His innumerable arts or knowledge (11) which are 
all but the forms of the Lord. The Lord, it is, who resides in the 
temples. The temple cult is thus emphasized especially in the 
fourth verse where the poet says, You reside in Turutti; Pālanam 
is your city; You rule over Cērruttutai; You have Tiruvarur for 
your rendezvous; it is not necessary to speak of your residence of 
our mind (for you are not taking care of us much less the temple 
of our mind)". 


VII 


This hymn shows how pure and faultless is our poet. This 
is important also as singing the glories of the Bhaktas for whom 
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pleading, for, after all, he is one of 
him lovers of the Lord, songsters and 
ting the worship through 


the poet is making a special 
them. The Bhaktas are like 
poets, always praising Him, represen 
poetry, music and love. 
VIII 
This hymn is peculiar in that it does not assure us of any good 
effect flowing from the recitation or mastery of this hymn proba- 
bly because besides being purely a personal appeal the recitation 
is itself an inexpressible bliss. 


A kA tāss ey irse ^ 
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CHAPTER LXXX 


TIRUPPUNKOR 


(Hymn 55) 
I 


In this hymn as in his previous hymn on Tiruvāvatututai (66), 
our poet refers to certain Puramic stories which have inspired him 
to take refuge in the feet of the Lord. This similarity or identity 
of thought strengthens the suggestions that these Aymns should 
belong to one single period. The first verse refers to the story of 
the Lord saving Markkandéya, the Brahmin lad from the Lord of 
Death and going to the extent of doing away with the life of that 
Kala, who was after all, following the regular law of nature. “I 
have seen or realized your munificence", exclaims the poet and 
continues, “O, my Father! Thinking that if the followers of Death 
attack me, you will prevent them from taking away my life by 
pointing out them that I am your slave and servant, I have 
come and taken refuge in your feet" (1). : 


II 


The same idea, but with other purdnic stories is repeated in 
every verse. Every verse ends with the words, “Celumpolil Tirup- 
punkūruļānē”. In v.3, it is Pumpolil instead of ‘Celumpolil and in 
4, ‘Poykaicul’. * Atiyatainten" immediately “precedes this (1, 2, 3, 
5, 6; 7,8: and 9). ‘Ati is preceded by either, "Un Tiru’ or Nin 
Tiru. In verse 3, it is ‘Nin ponnati’ instead of ‘Nik Firuvat’.’ In 
verse 4, ‘Win kuraikalal occurs at the end of the third line. 


In the second verse, the poet refers to the story of a famine 
when there was not a drop of water in the fields because the clouds 
came to be even forgotten. The people prayed to the Lord for 
saving them and offered to Him twelve ‘yélis of land. At once 
coming as the white cloud it rained. There was a dangerous flood 
and again the people prayed to the Lord. Once more the Lord 
saved them and received another twelve ‘vélis’ of land. Having 
seen this act of yours, I have taken refuge in you. (This word 
‘seeing the act’ is repeated almost in every verse; since all these 
acts belong to the ancient past, the poet could not refer to his 
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being a contemporary spectator. It is, therefore, necessary to 
interpret it as meaning realizing the truth of the acts of God). 


The third verse refers to Eyarkon and to God relieving of his 
disease or fetters. As this is mentioned with reference to the 
twelve ‘vélis’ of land we had already suggested that it was 
stĒyarkūn** who prayed for and offered this land. The disease 
must be the mental anguish which Ēyarkē» felt when the land 
was suffering from famine. If Ēyarkēn were to be a contemporary 
of Nampi Ārūrar and according to us of Rajashimha; inscriptions 
and contemporary writings bear witness to the severe famine which 
afflicted the Tamil country during that period. [ (1) ‘Dandin’s 
Rajasundhara Katha ; (2) Vajrabodh?s life from Chinese sources: 
See Journal of the Asiatic Society of Bengal, 1900, p. 418 —article 


by Sylvain Levi; (3) Administration and Social Life under the 
Pallavas by Dr. Mīnākshi, p. 112]. 


In this verse our poet refers to Candésvara who cut away the 
feet of his father, who kicked the white sand of Siva (the story 
already given: See Tiruttontattokai Saints) and whom the Lord 
blessed with His own garlands. Our poet exclaims, “Seeing this 


extraordinary blessing of yours, O, Lord of Bhitas or souls! I have 
taken refuge in your feet”. 


The fourth verse is very significant as giving us Nampi 
Ārūrar's gospel of Grace, a gospel which brings out the truth of the 
parable of the prodigal son. Our poet has referred to the loving 
behaviour of the Lord which considers even the faults as our 
good qualities : *"Kurratīceyyinum kunamenak kollum kolkai" reminds 
us of hymn No. 69, where also it is stated, “Kurramé cēyyitum 
kunamenak kollum kolkaiyal". What is much more significant is 
that he enumerates a number of saints whose faults our God has 
accepted as their greatness, viz., Nana Campantan, that great master 


of good laurel, Nāvinukkaraiyan, Nūlaippūvān, the learned Cūta", 
the good Cakkiyan, 


ic the spider, Kannappan, and Kanampullan. These 
we have discussed in our chapter on Tiruttontattokai. Realiziñg 
this conviction of yours, I have taken refuge i our feet of jingle 
ing victorious anklets. y i 


dhe fifth verse refers to the churning of the ocean and the 
swallowing ofthe Polson coming out of it, «O Madman! Seeing 
this icharacteristic/bchayiounof yours, I have S fug in your 
feet". TS? i refuge in y 
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The sixth verse refers to all sorts of people good and bad, 
worshipping the Lord and receiving His blessings, worshipping 
without fatigue or forgetfulness. It looks as though all their lives 
form one continuous rite of worship. ‘‘Yaksas, Kinnaras, Yama, 
Varuna, the Fire, the wind, the Sun and the Moon, the clean- 
hearted tiger, the monkey, the serpent, the Vasus, the Dévas and 
the Tānavas — all have worshipped and received your blessings. 
Seeing this all, my confusions and doubts have ceased and I have 
taken refuge in your feet”. 


The seventh refers to the Daksiņāmūrti form expounding 
Dharma to the Brahmin Saints. It refers to the story of Arjuna 
receiving the pdasupata weapon and to Bhagiratha -begging the 
Lord to receive the Ganges on His mat-lock. The Lord is, there- 
fore, the Lord of purity and, therefore, the poet says he has taken 
refuge in Him. 


The eighth verse refers to the three aerial cities. This has 
been referred to in almost all the hymns but it is only in hymn 
70: 3 sung almost in this period that our poet emphasizes the fact 
that this destruction itself is a great blessing to the Lord of the 
three cities. That idea is made clearer in this hymn in verse 
No. 8. Their cities were destroyed but the rulers were saved 
by the Saviour, the Lord; two of them became the gatekeepers of 
the Lord and the third became important as the person play- 
ing on the drum or 'manimuļā” whilst the Lord dances to please 
his consort. “This act of unique love, O, Deva of Dévas’’, our 
poet exclaims, "has inspired me to take refuge in your feet”. 


The ninth verse is significant as giving our poet’s philosophy 
of harmony. He says the Lord has showered His rare Grace on 
all those great men, following the six great philosophies, great for 
that wisdom and knowledge. He showered the blessings on all 
these whilst they were following their respective paths. In verse 6, 
our poet brought out that every living being in this universe has 
received the blessings of the Lord and in this verse he emphasizes 
that the very path leads to His Grace. 


He next refers to the story of Ravana first getting himself 
crushed and then receiving the divine sword and the long life 
when he became repentant and began to sing verses of sweet 
music, This embracing love of the Lord has inspired our poet 
to take refuge in His feet. 

T. 110 
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In the last verse the poet refers to the Lord as one who had 
flayed the skin of the elephant and who had destroyed the Lord 
of passion with His eye in the forehead, as one who has the 
beautiful form resembling pure gold, the ruler of the Heavens, 
the Lord of Uma, who resides in the city of Tiruppunkür. Our 
poet Ūran, Vatrontan, has with an elated mind given expression 
to his love in these rare Tamil verses. Our poet has experienced 
whilst singing this hymn of taking refuge in the Lord, a feeling 
of complete freedom from those karmas so very difficult other 
wise to escape from. He assures that those who master this 
hymn will undergo the same experience of becoming devoid of 
all karmas. This hymnis a hymn of purāņie stories. It isnot necessary 
to enumerate the stories once again. 


Ill 


The holy place is described in every verse as being characte- 
rized by rich or fertile groves. The fourth verse adds that it is 
characterized by a tank where abound lotuses, gems and heaps 


of gold, even as our poet conceives our Lord as abounding in 
this kind of wealth and beauty. 


IV 


This doctrine of Grace expounded in this hymn is something 
different from what is usually represented as the Christian doct- 
rine. For one thing no Hindu believes that the soul is in essence 
a slave of Satan. Hindu thought holds every soul as potentially 
divine — a limb of divinity or its reflection though it may be en- 
shrouded in-the maya or ignorance. What is aimed at is the 
perfection, the full blossoming of this divinity. It is not a self 


negation, unless one were to 
: speak of t i 
as self-negation. he seed becoming a tree 


Evervthine is divina: 
what appears as defect vilnas is divine in the universal vision and 
and evil are due to the defect in the vision. 


The most valuable and useful thi a 
misplaced and seen out of qM becomes dirt and rubbish when 
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a worship and that is how it appears to our saint who sees this 
universal vision of worship by all the beings including the serpents 
and lions. The natural law and moral law are not displaced by 
the law of Lord’s Grace even as there is no displacement of the 
natural law when wealth is created out of waste. 


The karma is not only individual but also social as the Gita 
insists. Does not the Psycho-analyst speak of race memory? Is 
not our body itself experiencing in its development from the 
embryo the various stages of evolution the living beings of the 
world underwent. Salvation, therefore, should also be social and 
that is why it is spoken of as the spiritual sphere of the eternals 
forming into a whole of the Divine Being. There is here no 
hankering after physical pleasure. Pleasure is not always the 
consummation of a virtuous life. Mental equanimity is different 
from wealth: “Tiru vēru telliyar ātalum vēru” (Kural)—‘Life of true 
wisdom and clear vision is different from life of material wealth.’ 
Material or political success and failure are not spiritual success 
and failure. Our poet might have proved a political failure but 
that does not affect his spiritual eminence. That is the message 
of Periapuranam. Our poet may cry and suffer; but we do not see 
him losing his mental balance and moral grandeur. He is not, 
however, refusing the richness of even the material life. He is an 
expert in the art of life. Everything is God’s gift in that univer- 
sal vision and, therefore, our poet begs for all the means of liveli- 
hood which thus ceases to be material and become symbols of 
divine Grace. Therefore, there is no negation of life nor is there 
a glorification of the Bohemian life. There is no inducement to 
do evil. The doctrine of Grace does not cancel the doctrine of 
moral greatness. If harmony is restored, if the mind is changed, 
the evil is wiped out and divinity till now seemingly enshrouded 
in darkness begins to shine and encompass everything within it- 
self. Divine Grace helps here. This revelation of the mind is 
spoken of as taking refuge in the Lord when there is no selfishness 
or self-conceit but only the dawn of the universal consciousness 
serving the whole and the Absolute to attain its perfection. 
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CHAPTER LXXXI 
TIRUNĀKAIKKĀROŅAM 
(Hymn 46) 


I 


In this hymn, the poet is in a humorous mood, though not 
relieved of his wants, He addresses the Lord, as he would, an 
intimate friend of his. It is probably on the basis of this hymn 
that our poet is considered to have followed the path of friend- 
ship and yoga. The Bhiksātana form is occupying the central 
place in his mind He speaks of Bhiksātana in a jocular vein even 
as the damsels of Darukavaya would have. Verses Nos. 1, 3, 4, 
5 and 6 refer directly to this Bhiksatana form. Our poet refers to 
the Lord going a-begging, wearing bones (1), riding on the bull 
(1, 4), with His serpents on the mat-lock (3), His ornament of a 
young tortoise shell (3), His begging bowl of a kapala (3), His 
crescent moon (3), His damsel of a mountain (3, 6), His vīņā, (4), 
His péy (4), His deer (10), His bhūta (6) and His vanquishing 
Ravana though in the end showering blessings on him, when he 
began singing divine hymns (7). 


Our poet demands of the Lord to provide for him the liveli- 
hood Ge KO) and to provide him with all the necessaries and 
Arāja) oh i (1, 8, 10, ll) He refers to the puranic stories 
also in a humorous vein in this context. “This-world of earth and 


the world of heavens are under voi i ^x 3 
ate your sovere 
much about Subrahmanya, i Eoy do mot know 


the young son o i - AV 
ad Jai 
en pa oa une big belly and eats away AY "things; 
he Knows nothing. My Lord! Is this fair? Pray tell me” (9). 
«Will the doll-like daughter of drogen e GM mW KA 
Nea escapades ai love?" (3. “Ts it real rā pur Peet xf 
beauty that imspires the damsels wi GEES or an aet O 
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II 

This is the general trend of this hymn describing in the first 
few lines, the Lord according to the purāņas and then beginning 
to refer to His special relationship with the poet making a 
request for many things of life and closing with the words ‘‘Katal 
Nakaikkironam méviyiruntir£". ‘You have fed me with a mixture 
of margosa and sweet sugar-cane (possible referring to the Lord 
providing with happy and unhappy experience). I begged of you 
for my livelihood. You entered Turutti and sat there. If you 
begin to frighten or charm me with your mat-locks and serpents, 
I cannot (be coerced to) agree to all these. I have suffered and 
laboured many a time. You entered and sat there at Tiruvārūr 
shining with *cerikaļunīr” and ‘cémpu’ in its cool moat. You must 
order for me ‘kampu and nēttiram” (These are according to the 
Vaisnavite commentators two kinds of silk but some people take 
these as meaning walking stick and spectacles probably thinking 
that the poet was suffering still from defect of eyesight)” (2). “To 
remove all my sufferings, pray tell me when you are going to 
give me the golden bullion?” (4). «O, beautiful One! Placing 
on. my head the duty of service, on me who had been roaming 
about as your ‘toztan’ or servant, you must order for me from 
the treasury, clothes and ornaments, starting with good fragrant 
things. There is a framāņa, or a precedence for it" (5). What 
this precedence is, is referred to in verse 7. “In the city of Vilimi- 
lalai, you daily offered gold coins, so that your followers of love 
might eat without suffering (Reference is to the gift of coins to 
Campantar and Appar). ‘Today you must give me" (7). Itis on 
the basis of this precedence the poet is claiming all these luxu- 
ries from the treasury. “What is this pretension or cheating 
that you do not order silk or sandal paste?" (1). "You do not 
say anything in reply. You sit quiet. You accepted me as your 
slave promising me to make me live usefully or gloriously. I am 
your slave, generation after generation. You have enough of 
money. You have not become poor. Of that rare treasure 
poured into beautiful Ārūr, I want one third. If you do 
not give me, I shall not allow you take even one foot-step. I 
want for riding, a fast running horse moving like the wind. Stat- 
ing that you will give me a big treasury, you accepted me as 
though you were one capable person (of fulfilling the pro- 
mise" (8). “Speaking false things you entered into Kilvējūr and 
stayed there. Will I be duped by you? If your sovereignty is 
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current here, I want a golden armour or scimitar full of shining 
brightness with dots interspersed. On the top of it, I want golden 
flowers and a sash. I want thrice a day, ghee-rice with side 
dishes, O, Lord!" (10). “O, Lord who was the prop for Paravai 
of musical words, of Cankili and myself, whom else have I? I 
am true to you. You must fulfil my prayer. I want shining 
pearls, garlands for wearing, shining silk, flower, musk, so beauti- 
ful for the eye and also fragrant sandal” (11). Turutti, Ārūr and 
Kīlveļūr are mentioned where something must have happened. 


III 


In singing this hymn the poet must have experienced as if 
enjoying the luxuries of heaven. Therefore, the poet assures those 
who master this hymn that they will be rulers of heaven even as 
he must have felt himself to be whilst singing this hymn. 


IV 


Nakai, the present Negapatam or Wākappattinam, is on the 
seashore. Hence our poet calls it a ‘Katal Naka’. It was one 
of the important sea-ports of the Pallava period, where the foreign- 
ers had built a temple for the Buddha. Karénam is Kayārē- 
hanam, the temple of the Lākulīša sect. 

Our poet describes this Negapatam as being full of Royal 


roads where abound palaces of precious stones so sweet to look 
at (3). It is so 
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PART VII 
UNTO THE LAST 


Introduction 
I 


The hymns included in this part belong to the last period of 
our Poet’s life. 


The Nākaikkārēņam hymn suggests that the poet has come 
back to play an important part in the political life of the country. 
It is significant that in this part of his life, he does not go north 
of Vēdāraņyam and Tiruvaiyáru. It is the first time that our poet 
enters the Pandya country and his hymns give expression to this 
new experience, He also goes through the Koriku country, to the 
country of the Cēras. We know the Tamiļ kings were opposed to 
Nandivaram, the Pallavamalla, who came to the throne after Raja- 
simha’s successor, and they were supporting a prince of the direct 
line of Rājasimha. In the end Nandivarma was successful. Pro- 
bably it is this kind of political trouble which cast its shadow in 
the last part of our poet’s life. Perhaps he was the supporter of 
Nandivarma’s rival which will explain why he is found during 
the period only in the Pandya and Céra countries and also singing 
his Tirupparankunzam hymn in the presence of the three Tamil 
kings. 

The hymns of our third part, it was suggested by us, should 
belong to this period. Pantikkotumuti hymn which occurs in the 
third part is on the temple which Rajasimha Pandya is said to have 
specifically worshipped according to the epigraphical reports ( Tér- 
māran son of Kēccataiyam who according to Dubreuil married the 
daughter of Rajasimha, the Pallava ruler, after whom his grandson, 
the Pandya king was named). There is a spirit of renunciation 
running through this hymn rather a natural loosening of attach- 
ment to this world, a readiness and fitness to renounce this world 
if God decides so. The last hymn on Mount Kailas expresses the 
inexpressible final salvation. 


It is true that there are hymns on drūr but they may be taken 
to have been sung when the poet was far from that favourite place 
of expressing his love and anxiety to go back to that city. We have 
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noticed our poet's great attachment to Tiruvārūr and his singing 
about Tiruvārūr from Tiruvofriyūr. In this part in Tiruvaiyāru 
hymn, he asserts that he is thinking of Ttruvērūr (Tiruvārūrē 
cintippan — 77: 11). The 59th hymn on Triruvārūr cries, ‘Is it 
possible to forget the Lord of Tiruvárür?" Therefore, our poet 
need not have gone back to Ttruvārūr to sing these hymns. The 
hymns of this part are very important as showing the highest spi- 
ritual state attained by our poet. 


II 


Our poet’s heart expresses itself as follows in these hymns: 
“The place, the Lord likes most is Maraikkatu? (H. 71); *""Why 
are You, O, Lord, all alone in this place?" (H. 32); "Is this 
Püvanam, where resides the Lord?” (H. 11); “We are afraid of 
serving you, O, Lord!” (H. 2); “The Lord who resides at Tiruk- 
kētīccaram removes the karmas and miseries of His followers" (H. 
80); “Those who worship the Lord of Tirucculiyal will be happy 
devoid of their miseries” (H. 82); "When am I, the servant, to 
see and worship this Youth residing at Kanapper)" (H. 84). "O, 
my mind! Instead of cursing me, think of Punavāyil, the ancient 
city of the Lord" (H. 50); *O, Father of Ārūr! I am afraid of 
this illusory body" (H. 8); “Is this the Lord of Tirwaiyáru?" 
(H. 77); «Is there nothing else for the Lord except these serpents, 
etc.? Please, do not speak of deserting Him, O, Bhaktas!” (H. 44). 
“Ts it possible to forget the Lord of Ārūr, who is all for me" 
(H. 52); “O? our Patron! Why are you here in this cruel and 
desolate place of Tirumurukanpünti? (H. 49); *How can I forget 
yous my Lordiof Amina? ie (HH. 92); “Why have you done this and 
peat 8 yet ater of Aficaikkalam?”” (H. 4); "The best One of 
Notittānmalai has blessed me thus to reach K 


Cailas” (H. 100). 
III 
Our poet who had lost all confidence with the king of this 
world addresses the Lord now as the king: ‘Uttaman’ or the Best 
Sa : )- Ss usual he calls the Lord, Sivan Li Pacupatt 
ame. Sankaran, Punniyan, Maņavāļaņ. The astamū t : A156 
mentioned. The conception of dle isa 5 Mex, as are ae 
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becomes the Lord of forms. He is everything and He is the very 
organs of our senses as well as things enjoyed and the enjoyer. 
This universal form is really frightening even unto the followers. 
He resides in our heart. He is the Before and the After. Doubts 
are no good. We must wait, consider and worship Him alone in 
this ephemeral world, where everything is nauseating and revolt- 
ing. He is the great sound evolving out of Nada. He offers the 
final release and salvation. 


IV 


The good results attained by the reciters of the hymns are 
given as usual in the last verses. Eternal fame, residence in 
Amarulakam, or Sivaloka of great fame, becoming the chief of 
the eternals ruling the whole Heavens, becoming the citizens of 
God when words yield their fruit, conquest of Death and Birth, 
freedom from miseries, obstacles and mental agitations, attach- 
ment to truth, sacrifice, achievement of goodness of a blotless 
heart, becoming Bhaktas and singing the hymns are as usual des- 
cribed as the great ideal of Saivites. 


AY 


Nature occupies a much more important place in these hymns. 
Perhaps the political failures have not affected his spiritual equa- 
nimity in enjoying Nature as the very form of the Lord. The 
desolation of the places visited does not fail to suggest an atmos- 
phere of worship. Even the ships seem to bend low and worship 
the Lord. The sea-ports come in these hymns. The Kaviri is also 
described. 


VI 


Worship with flowers and water, with Pafcagavya, offerings 
of gold and gems, playing by Bhaktas on Kallavatam drum, learn- 
ing the holy name of the Lord, uttering his 1000 names, contem- 
plation on the Lord, melting in love, becoming almost one with 
the Lord, self-surrender and service, worship by the learned, 
worship of the feet of the Bhaktas are all mentioned. All kinds 
of worship are valid but self-surrender and service unto the Lord 
are considered very important. 


T. 111 
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CHAPTER LXXXII 


TIRUMARAIKKĀTU 


(Hymn 71) 


I 


After all these upheavals, the poet’s mind begins now to flow 
like a calm stream in an even ground. The metrical pattern of the 
stanzas remind us of hymns No. 19 and 94, but the trend of this 
common majestic flow is different from the trotting and galloping 
march of the other hymns. “The place of the Lord (whose des- 
criptions are given) is Afaraikkātu of the natural beauties (des- 
cribed)" — This is the pattern of the stanza. 


Every verse ends 
with the phrase ‘Maraikkaté’. 


‘Itam or place coming after the 
genitive case thus making a genitive compound occurs usually in 
the second line (1, 4, 5, 6, 7) or in the first line (2, 3, 8) or in the 
9rd line also (V. 8). The ninth verse is of a different pattern: 
«You worship this holy place of Mlaraikkātu”. The word Maratk- 
kātu occurs as usual at the end of the fourth line and the words 
‘you worship’ occur at the end of the second line (9) 


U 


AS usual when our poet is calm he loves describing the puranic 
stories. The Lord's company of the Mother, who is Mo described 
as *yalaip falittanna moli mankai? (l)a phrase which has become 
the name of the Goddess of this place, His mat-lock (1, 5, 6, 8), 
His crescent moon (1, 2, 7), His exposition of the four Vidas aad 
the arigas (3), His, paticavati (4), His Ganges (5, 8), His bull (6), 


His battle-axe (6), His garland of kon z5; : 
His eight shoulders (9), His po guise tron (D: 


igni 9) are all referred to. 
The significance of the Pañ : ( 
is | ancavati had already been explained by 
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weeds of powerful karmas performed in the previous birth or 
before, saves me or accepts me as His servant’ (7). He also refers 
to Him as the Uttaman (4), *as the best man” of words of fame, 
“Urai viraviya Uttaman" (4). He addresses the mind, “O, mind, 
that had started knowing or experiencing the Lord; O, mind, start 
at once for worshipping and praising without thinking of getting 
into doubts" (5). In two verses, he states, *We have known the 
place of the Lord" (3, 8). 


IV 


The natural description of this holy place seems to occupy 
a much important place in this hymn than anything else. Our 
poet describes, so to say, certain visions of natural beauty. In the 
first vision, he sees a dwarfish young monkey passing through a 
cocoanut garden or a grove of sword flowers. It enters through 
a small opening and eats the fruits of the plaintain (1). “The 
tidal flow of the sea reaches the garden on the sea-board; the fra- 
grant ‘takara’ tree stands in these tidal waters. In between these 
trees come in the ‘makara’ and the shark perhaps to enjoy the 
shade of the group of 'tāļai” and ‘ñālaľ ” (2). (The makara origi- 
nally a name of the shark, has developed to signify a fabulous 
sea animal, springing and developing thus from the imagination 
of sculptors whose work even in the Pallava age has given a 
wonderful conception of their makara especially in the arches like 
‘makara tēraņas” on the top of niches). “The tides bring with them 
from the deep sea, the lustre of the pearl inside the conch and 
the coral reef. It looks as though they are throwing out on to the 
share" (5) (perhaps in return for the enjoyment of the shade 
offered). *"There are cocoanut trees and the tall palmyra trees on 
the beach. Their fruits fall down in that expanse of sand” (3) 
(with their peculiar sound, an experience which none can forget). 
This upsets the calm equanimity of the sea-life. “The frightened 
conches, shining oysters and the ‘yalampuri’ (right twisting conch) 
become stumbling blocks to the ships after this fright. Stumbling 
on them the boats or ships get their equilibrium disturbed and 
` they bend too much towards this holy place of Maraikkātu on the 
- shore of the sea, suggesting the idea that the ship with the high 
mast worships the place as though folding up the hands right up 
above the crown" (3). 


'The description of the fourth verse isnot clear especially the 
phrase ‘kulai cēkarak konta. There is the noise of the sea proba- 
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bly because of the eastern wind, the ‘kontal. “The big breakers 
of the sea rise up so high that their crown splits. The eastern 
wind struggles against these waves. It goes again and dashes 
against the shore” (4). “The great expanse of the sea which is 
beautiful, pushes the rare and valuable gems towards the shore 
so as to enable them to get on to the beach and brings the ship 
and the shark to be thrown on to the shore" (5). “There is the 
wide expanse of the sea. In between the sca and the sandy beach 
flow the back waters in channels, in canals. Near them stand the 
sword flower plant (kaitai) cool, bright and fragrant. In its blades 
rests the white water bird and this bird wakes up disturbed by 
the blue waters of the sea, dashing against the place where it 
rests" (6). “There is the paddy field where the paddies are. grown 
and their ripe sheafs bend down. There rush in, the carps in that 
eastern sea near the extensive sand. The sea brings the conch 
with the bent nose and the *calasicalam', the emperor of the con- 
ches and throws them out on to the shore” (7). “It is a great 
beauty. It is full of honey bees" (8) “where the sea brings the 
svalampuri and calasicalam" conches to be thrown on to the shore” 


(8). “The blue waters of the sea surrounds the cool groves of the 
place where play the six legged bees” (9). 


V 


In this kymn, the poet refers to the Buddhists and the Jains 
and speaks of their stoutness and nakedness. He also refers to 
S the short garment or dress. One wonders whether this reference 
| is to the Ājīvakas. These had their visions wherein stood revealed 
to them the cause of misery of the world. 


S Our poet begs of the 
followers not to think of these but to worship ae Lord (9). 


i VI 

As against these philosophies our 

2 pira kis ESSE poet refers to his message 
of poetry and music by describing God as the Lord of seven us 
cal notes (9). Our poet describes m 


of Nāvalūr of fertile fields surr 
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the Lord. The word *'vēntan” as describing the Lord is significant 
suggesting that this hymn belongs to the period of his political 
pre-occupation. Fame according to Tiruvalluvar is the eternal 
mark left by our ephemeral life if usefully spent, thus conquering 
in its own way death and oblivion ever trying to smother us down. 
The poets live for ever through their poems which thus become 
embodiments of their fame. Our poet also, therefore, looks upon 
this fame as ideal, especially when his poetry consists of divine 
praises. 
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CHAPTER LXXXIII 
TIRUKKOTIKKULAKAR 
(Hymn 32) 


I 


The poet’s mind is now fully immersed in the temple cult 
and he speaks to the God there, in an intimate way. This temple— 
one cannot be sure whether there was a temple there—is at the 
place which is now known as Pt. Calimere, a kind of small cape 
and, therefore, it is called ‘Kot’. The God of the temple is known 
as ‘Kulakar’ or the youth. Without using the epicene plural, our 
poet endearingly addresses the Lord ‘Kulaka’ (2, 3, 4, 6, 7 and 8) 
but the first verse addresses Him as ‘Kulakir’; the ninth verse 
addresses Him as ‘Atikel’ while the 5th verse contains no address 
whatever; the last verse mentions the Lord merely as * Kulaku' . 
He is surrounded by Bhaktas who sing about Him (3). Our poet 
describes the Lord as ‘Parama’ (3), the Supreme; and ‘Empiran’ 

(3, 6, 7 and 8) ‘Our Patron’. He is also addressed as sIraivā” (7) 
‘the King or the All Pervasive’, and ‘Amuté’ (7) ‘the nectar’. 


TI 


: Our poci refers to the Puranic descriptions of the Lord refer- 
ring to His feast of poison (2), His rendezvous of a graveyard (4), 
His company of the Mother (4, 5, 6), of the Ganges (5) and the 
Lady of the Forest (5), His dance (7), His crescent moon (8), 
His begging (9) and His being beyond the reach of Visnu and 


Brahma (9). Our poet refers to ‘Orriyay? Me 
these names as usual (8). rrt)ūr and ‘Arar’ punning on 


HI 
en C ie The Koti is surrounded by gardens 
Aness (2), which never get reduced 

2 " Of flowers (3), of ‘kurava’ (6) 
x d south of Maraikkātu (3, 
i ies of this world (10). 
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of the fragrance of ‘marava’ flowers. (6). Our poet brings about 
the desolation of the place. The sea wind comes and dashes on 
the shore with cruel force (1). Many cruel hunters live on that 
shore (9). The slaves, these hunters, are great sinners and wicked 
people (4) and there is not a good citizen nearby (1, 2, 3, 7, 8). 
Compared to this place, the graveyard is pure, holy and great (4). 
The owls, the big owls, creep inside the holes of trees (4). 


IV 


The temple and the idol appear to him the very incarnation 
of God and this is made clear by the pang of exclamation pro- 
ceeding from his heart at the sight of the Lord being in a desolate 
place (1, 2, 3, 7, 8) of hunters (4, 9). “Ah! I a cruel person! 
Alas! My eyes have seen this, Your residence in this desolate 
place where the sea-wind plays havoc. Will that be a great fault, 
if there were to be citizens residing nearby. O, Lord! With whom 
as help do you stay here?" (1). “Why are you, our patron, all 
alone! Is it because you once feasted on the poison yielded by 
‘paravai? — the sea, that later you helped its namesake * Paravai. 
(my consort)?” (2). “On what account are you alone?” (3). 
“The graveyard is purer and greater. Ah! You have enshrined 
yourself in this place with the shrieking omenous owls (4) to the 
great fright of the damsel of your wife" (5, 6). “You are there 
with darkness alone as your help (6) (or alms alone as your food 
—6). O, Lord! You are all alone” (7). 


V 


After a while the mental shock disappears and his tension is 
relieved. Our poet gets into a jocular mood as well. O, Lord! 
Sharing your form with the damsel, even Ganges is inside your 
form. There is no other place for the bangle bedecked Lady of 
the Forest. Therefore, you have enshrined yourself in this Point 
Calimere of groves” (5). “Why do you reside all alone here, 
leaving all other places? Is it because you deem it a shame that 
Orriyūr is a mortgaged city? Have you left away Tiruvārūr 
because the name suggests it is the city of some one else?” (8). 


VI 


In singing this hymn, our poet has reached a divine calmness 
and bliss which characterize the supreme state of Sivaloka. Here 
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is a development of his mind proceeding from anxiety and grief 
to laughter and joke and finally to the final, of joy of love. In 
the ninth verse he states; «My Master, You have enshrined your- 
self with all love (ampu is the reading) or bliss (if ?"pu is the 
reading)" (9). Having experienced thus, our poet assures the 
readers — those who master this hymn — that they will be those 
who reside in the Sivaloka of great fame. He refers to the Lord 
as the Supreme One, being there in the desolate place even there 
being surrounded by innumerable Bhütas (like him) singing His 


praises (10). 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


CHAPTER LXXXIV 


TIRUPPUVANAM 
(Hymn 11) 
I 
For the first time our poet sings of a temple of the Pandya 
country. ‘‘Is this Pūvaņam, where resides the Lord”? is the 


refrain of this hymn. The fourth line of every verse ends with 
the words “Urai Pūvaņam ito?’’. The poet must have heard about 
this temple and must have been longing to see this. That is why 
he exclaims: “Is this Pavanam?’’ After the poet’s regret that the 
Lord is all alone at the Point Calimere, a regret that possibly 
gives expression to the desolation of that part of the Cola country 
at that time, he breathes in this hymn a sigh of relief, that the Lord 
is here in all glory showering His Grace on all. This hymn begins 
with the statement, ‘‘Tiru utaiyār*” — ‘He is the Lord of wealth of 
Grace’. The place is not described'at length. In the last verse, 
however, the poet describes the Lord as one who resides at Tiruf- 
pvanam so glorious for its great fame, as his favourite resort. 


II 


The same love of the temple expressed in the previous hymn 
with almost childish simplicity inspires this hymn and our poet 
exclaims: “Is this the Pavanam where resides the Lord"? The 
word preceding the ending ‘Uzai Pūvaņam ito?’ comes as the first 
word of the fourth line with the usual emphasis — thanks to 
assonance, '"Purivutaiyār” — ‘He who is blessed with sympathy, 
mercy or Grace’ (1), *Pummiyanar" — "the virtuous or the fortu- 
nate? (2), ‘‘Pulluvanar’? — ‘the dupe unto the dupes’ (3), "Ponna- 
naiyan”? — ‘One who is like gold’ (6), “Nencam, pukkutawan”? 
(7, 8, 9) — ‘one who resides in the heart’. The other two verses 
refer to the -Puranic stories of the Ganges (4) and the sacred 
ash (5). 

Our poet refers to the Lord as Tiruvutaiyār, one who is the 
Lord of beauty, wealth or Grace; Sarikaran, One who creates bliss 
as One who resides at Tiruppiavanam as His place of desire and 
love, thus suggesting that the Lord coming down to enshrine 

T. 112 
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Himself for saving us all. Our poet also refers to the blessing 
the Lord showers on us (1). The Lord removes the karma of 
those who think of Him as ‘Amal’, The Great One (2). 


III 


The purāņic descriptions come back to his mind with all their 
glory. “The formless Lord .because of His assuming the forms 
of Visnu and Brahma, becomes the Lord of the Form. He lovingly 
has by His side His consort, Uma" (1). “The young deer is in 
His hand; so is the burning battle-axe. There is also the fire in 
His hand. In the beautiful crown is the water”: This verse 
(4) thus stresses the contrasts to suggest the divine harmony. 
The Bhiksātana form comes to our poet’s mind: “He goes a 
begging to the doors of damsels. He rides on the bull. He shines 
with the sacred ash in the company of the Mother" (5). His 
midnight dance with the ghosts also comes to his mind (3). “He 
is the creator of bliss, He who shares His form with the lightning- 
like Mother and (yet) He is the gold like one, burning the three 
cities belonging to those who did not think of Him” (6). The 
same contrast is further emphasized. ‘Ravana, thinking too high 
of his sovereign power and influenced by his wicked nature, tried 
to uproot Kailas. The Lord laughed and pressed a little His toe 
(and vanquished him)” (7, 8, 9). “But if any one loves Him even 
for a little while, He enters that unique heart and resides for ever 
there (7), this Lord removing the karmas of those who whilst 
sā and walking cogitate and think of Him as the Lord" (2). 
He is so loving that He removes the karmas of those taking refuge 


in Him" (1). “Yes. He is true to the truthful and a cheat unto 
those who are cheats” (3). 


IV 


This hymn thus expresses the ; 
favourite resort of the Lord as NU ie poet’s arrival at the 
in 
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CHAPTER LXXXV 


TIRUKKOTTITTAIYUM TIRUKKOVALURUM 
(TIRUPPARANKUNRAM) 


(Hymn 2) 


I 

This Aymn is on the lines of hymn No. 36 which is admittedly 
the speeches of the damsels in love with the Bhiksatana form. This 
hymn is stated to have been sung by Arurar expressing the fear 
at the sight of the Lord, but the poet may be taken to have placed 
himself in the position of the love-sick maiden. The refrain of 
the hymn is: “We are afraid of serving" — ‘Umakku dtceya 
ancutumé’. 

II 

The frightening objects in the company of the Lord are the 
proud bull (1), the Bhūtas (1), Pāritam (3), Pēy (3) on all sides, 
His garment of skin of a tiger (3), a lion (7), and His loin cloth (1), 
His waist cord of a serpent which was made motionless (3), His 
serpent held in the hand with the hood (4), His ornament of a 
skull (3), His residence in the burning ghat (2), His sacred ash 
(2), His ornament of a serpent round the neck and the shoulder 
(2), His feast of poison (2), His muyalakan (3), His putrified 
skull of a begging bowl (3), His serukku”, konrai” (3) and the 
crescent moon (4) and the Ganges (7) and the ceaseless company 
ofthe Mother (4) — (These are to be afraid of by those who wish 
to embrace Him); His flaying of the elephant (9), His enshrining 
Himself only on the top of mountains (9), His burning down of 
Kama (9), His vanquishing of Ravana (10) — (These will frighten 
only those who are in Jove with Him and who pine for embracing 
Him). 

“We thought that it was great to have the friendship of the 
Great; but we cannot embrace you carrying this body of ours. 
You will not leave off this snake” (2). “You know everything but 
you know not only this (that these things frighten us, your lovers)" 
(5): Thus we bemoan day and night. “Whilst we saw you one day 
under the shade of the banyan tree and we saw youin front of the 
Katampūrk Karakkoil (This probably refers to some incident in 
his life) — except these we have no other stratagem, you will not 
leave off your love for the burning ghat” (5). «You said you 
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are of Annamalai (the mountain that cannot be reached). You 
are in Ārūr (In whose city are you?)" (6). “You catch hold of 
the servants who sing of you even whilst being spoken ill of. 
You accept them but you will not leave them. We do not know 
your mind. If they are in you (as if you are their eyes) you 
will not save them from the diseases of their bodies" (7). “You 
will not relieve them of the chronic karmas, inflicting and fettering 
them as a disease” (8). “You are not capable of giving food and 
clothes to those who serve” (9). “Your acts are not befitting any 
one. What is this? We are afraid of serving you” (10). 
III 


There is another vein. Arjuna was frightened at the Univer- 
sal form of the Absolute which Krsna showed him. This universal 
form is also suggested as frightening the devotees. “You go 
beyond the universe and sit extending beyond that great beyond” 
(10). *You have become this world, the Heavens, the day (the 
time), the great mountain of snow, the great expanse of sea, 
the waters, the fire, the extensive wind, the great expanse of 
space, the elemental earth. But yet you crushed the ten heads of 
him who uprooted the mountain to make room for his chariot 
to run (If you are everything, are you not also this very person?). 
Your actions do not harmonize with any one. O, Lord, what is 
this? We are afraid of serving you? (10). This universal vision 
suggests an esoteric meaning for all puranic descriptions. 


This hymn emphasizes the universal aspect of the Lord ruling 
"sd through and over everything. It breathes a spirit of overlordship 
l over the Universe and a spirit of self-surrender to the Lord. 
Therefore, the poet assures those followers of Him that those who 
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CHAPTER LXXXVI 
TIRUKKĒTĪCCARAM 
(Hymn 80) 

I 


This hymn is on the temple Tirukkéticcaram near Talaimannar 
in the Mannār Peninsula of Ceylon, to which the Ceylon-boat 
now sails from Danuskēti Pier. The town was known during the 
days of Arürar as Mantottam on the banks of Pālāvi, which today 
exists as a back-water, still with milk-like white water. It must 
have been a big tank or vapi. Sand dunes have made the sea 
recede and the city itself had disappeared under these sweeping 
sands though slowly revealing its past glory to the shovels of 
archaeologists. 


It was once upon a time a flourishing seaport of Ceylon and 
Arürar's hymn bears witness to this fact. He sings, “Ships are ever 
increasing in number and prosperous in the sea of this port”: 
*Vankam malikinra katal Mātētta nannakar” (5); "The tides are 
flowing into the Palavi; the huge waves are thrown out by the 
flowing Palavi’’: “Pariya tirai eriyā varu Pālāvi” (4); “The whole 
world flourishes here’: *Vaiyam malikinra" (6). ‘It is surrounded 
by the dark sea’ (10). ‘It is a sea where abound the white 
conches’ (7). Palavi is mentioned in nine verses and the last 
verse speaks of the ‘Kali’ or the lagoon and the temple is said to 
be on its bank. 


The city Mátottam is mentioned in the 3rd, 4th, 5th, 6th, 7th, 
8th, 9th and 10th verses. It is now known as Mantottam or Manta, 
probably after the Mantai on the west coast of the ancient Cēra 
country. In the name given in the hymn, however, the nasal mis 
absent, perhaps a peculiarity of the Singalese pronunciation —in 
the Wāttuttokai hymn (H. 12) of our poet the name appears as 
Māntēttam (7) with the nasal. The descriptions in this hymn 
seem to suggest that it must have received the name because it 
was a grove and that a mango grove. “Tt is the good city of the 
groves where hang the mango fruits" — sMāvin kam tankum polil 
Matētta nannakar”” (9). In other verses the beauty of this garden 
city is clearly brought out. ‘‘The bees feast on the honey and 
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sing in the garden (8). They create the music of the harp — in 

the gardens on the banks (of Pālāvi) — these musicians, with 

wings beautified by lines (10). It is a city surrounded by a garden 
o 

of cocoanuts" (5). 


Ordinarily these graphic descriptions cannot but be from the 
pen of one who had actually experienced the beauty and glory 
ofthe city. Our poet must have crossed the seas to worship the 
Lord there. Perhaps he did so when the Fist navy e its 
expedition into Ceylon. Or, did he sail in the Pandya boat: 


The beauty of the garden, the music of the bees, the great 
expanse of the sea, the grandeur and wealth of this eity, the back 
waters through which the sea flows into the city— all these reflect 
the greatness, glory, beauty, music and overflowing Grace of the 
Lord. 


II 


The temple is the paramount abode of the Lord — His 
strong-hold for saving us all — *Titamā uraikinrān (2): — «He is 
there to save us all’. The poet gives his personal testimony; He 
is One who saves the poet (9). He resides there removing the 
cruel karmas (6) and the diseases of the flesh (7) and its various 
organs, rushing on to inflict His followers (5). He is the One 
whose characteristic feature is to cut away the gordian knot of 
sin and karma (9). His servants, the very incarnation of His love 
worship Him thus (1). So do the eternals, those who are like 


the very words of the Védanzas — those who could practise what 
is stated in the Books (3). 


He, the Lord, is the Bright One — the light, Dēva» (9), the 
master of the clear Vēdas (4). He is the Lord of Nana, a weapon 
full of love (1). “Nattārputai jūānan” (1) is the very beginning 
of this hymn. Perhaps it means (Nattu + ārpu + utai + jūāna") 
that He is the very embodiment of Jāna who reaches us full of 
love (There is another way of reading *nattār putai jūānan one 
who punishes the enemies). He is the beautiful and auspicious 
bridegroom (1). Beauty and knowledge come with goodness. He 
is Gittan (8). He is everything in the Universe — the eight cate- 
gories viz., the five elements, the Sun, the Moon and the soul (8). 


à HI 
The purāņic references aboun 


d in thi eie 
the bull (1), His elephant’s skin in this hymn — His riding on. 


(1,2), His Ornament of bones 


RE 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


TIRUKKETICCARAM 895 


(1), His toilet of ashes (2), His crescent moon (2, 3), His loin 
cloth (2), His serpent (3, 8), His blotted throat (2,4), His pendant 
of a boar’s tusk (7), His mat-lock (6), His eye on eyes (4) 
(horizontally and vertically arranged making thus possible, if one 
may speak of in modern terminology, the vision of the fourth 
dimensional continuum) and His triple and double forms (9). 
His consort is referred to five times (2, 5, 6, 7, 8). 


IV 


From what has been said, the pattern of the sentence in every 
verse might have become clear. Every verse ends with the phrase 
the ‘‘Tirukkéticcarattané as its last half: "O, Lord of Tirukkétic- 
caram’; the first half describes the Lord. The last half of the third 
line ends with the words, ‘Palaviyin karaimē?” — ‘on the bank of 
Pālāvi'. Except in the first two verses (1, 2), the third lines end 
with the words, 'Mātētta nannakaril”, the first halves of 
these verses being descriptions of the sea or the groves of this 
city. 


V 


Our poet is ‘Uran’, the slave and servant of the Lord but 
praised by the Védic scholars. His hymn is the defectless Tamil. 
It has been describing the removal of the karmas. Therefore, the 
poet assures those who recite the hymn that cruel karmas can never 
touch them (10). 


As to the period of the hymn, Cēkkiļār holds that it was sung 
when the poet visited Rēmēšvaram in the Pandya country. If the 
references to the followers of the Lord being cured of their 
diseases and karmas are based on the personal experience of the 
poet, this hymn may belong to the Jater period of divine light 
and peace succeeding the period of the Dark Chamber. 
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CHAPTER LXXXVII 


TIRUCCULIYAL 


(Hymn 82) 
I 


This is another temple in the Pamdya country. This hymn 
describes in the last line of every verse, the efficacy of worship- 
ping the Lord. At least, one verse points out how one can escape 
from birth (6) and the whole hymn may be taken as such an 
address. The greatness of the temples of the Pamdya country, 
because of our poet almost hankering after them, comes surcharg- 
ed with emotion. These temples, are so many oases in this desert 
of life; the Lord has enshrined Himself in these temples to save 
us, taking them as His favourite resort (5). What a good fortune 
that in these temples He is happily well established unlike in the 
desolate places elsewhere! The poet speaks of the place as Tiruc- 
culiyal in every one of the verses — without omitting the word 
«Tirw. 

II 


The swarms of bees sing their tune in their love for the honey 
of the gardens of this holy place (1), reminding one of the fol- 
lowers of the Lord singing His praises in their great love for the 
wonderful honey of the place — the Lord. It is the beautiful 
place where in the ponds, the damsels of soft ruddy lips — red 
like the “kovai’ fruit duck and bathe so much that their pearls 
drowned during their play in the pond are moved on to the shore 
by the very motion of the waves they create (3). These pearls 
are described as those which the roaring sea — Kav ka = 
the principal sacred tank of this holy place — brings with ORS of 
fright (3). As the sea is far away from this ae "ib nen ene 
taken as a general description of the pearl M UNE ibute 
paid by the sea to the damsels of the pz sas being the tribu 
ses of beauty. The traditio 
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picture of the pearl of the sea also suggests the followers of the 
Lord revealing to all, the pearl of the Lord as the inner secret 
Of the universe. There is no room for further description of the 
place in the scheme of this hymn. 


III 


This is His place. He resides there, a place which He had 
occupied as his favourite resort. It is His city, and He resides 
there taking it as a great city. He resides there happily establi- 
shed — what a great boon for Him — (Perrin — pēru is a rare 
gift received) (5). That way He had come to us, He our relative 
(5) — our Lord — *Emģerumāw (4). "This seems to emphasize the 
idea that God is in search of loving souls. "This is a new way of 
looking at the temple cult. It is our worship of self-surrender that 
He is hankering after. Love knows no restrictions and our poet 
as the poet of harmony looks upon every kind of worship as good, 
an expression of love as anything else. He is thought of in various 
ways and the people of the Lord of Death will never tease those 
who contemplate on the Lord (1). After this escape from the 
fear of Death, service comes next to our poet's mind. Those who 
are experts in performing services — they are all divine services— 
are indeed the good people who worship only the feet of these 
Bhaktas (3). Hark, these arr no slaves; they are those who 
become the kings of those various parts of the compass; they 
reside and the Goddess of wealth never deserts them (3). 


IV 


In passing it may be noted that this accepts regionalism as 
distinguished from universal sovereignty which our poet spoke of 
when referring to the Pallava king as ruling the world surrounded 
by the seas (39: 9). Perhaps the political picture had changed 
since then. It is said that freed souls are given power over the 
universe to save the souls and, therefore, power in the service of 
the Lord is not to be looked down upon. Therefore, our poet is 
preaching no philosophy of world negation. The followers wor- 
ship the feet of the Lord and the defects of their mind do not 
continue. They shine in their glorious fame suggesting thereby 
their great achievements. The fame is eternal and they rise above 
into the high Heavens (4). 


He is the Lord of the Beautiful Form. contemplated on by 
those who had conquered their five senses (5). This conquest is 
T.113 
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not negation but a positive enjoyment of the Beauty, the incarna- 
tion of the Absolute. There again, those with an unswerving 
mind learn the Holy name of the Lord (5). Learning, as Tiru- 
valluvar puts it, is also acting according to the knowledge gained 
(Kural — 391). To know is to do. They reach without fail the 
ideal or the goal. Therefore, it is our duty to praise the Lord. 
“Q, those who strive to cut away this fetter of birth resting on 
the ‘malam’ or the intrinsic evil blot” (6) —thus our poet addres- 
ses the followers of the Lord and points out to them that the 
worship of the Lord with flowers and unguents will be the best 
kind of Tapas. The third line in the stanza ‘Nilam tankiya’ is reli- 
ed upon as an internal evidence to the version in the Stala Purana 
that Bhümi Dēvi worshipped the Lord in this place with flowers 
and perfume, giving Him the name ‘Bhüminātan’. The earth bears 
up these flowers (6). Are not the trees in bloom firmly rooted in 
this earth? They are there showering the flowers on God; that 
seems the ideal of their florescence. The whole world goes on 
thus in this worship of beauty. The rich fragrant smokes curl up 
as though. to go to the Heavens to please the Lord (6). The 
whole space thus offers as it were a foundation and support for 
the fame of those who contemplate on this universal worship of 


beauty and sweetness and who praise the Lord similarly with 
flowers and unguents (6). Tiruvalluvar speaks of fame as the 


happy consummation of domestic life and Tapas as the consum- 
mation of a life of renunciation. Here, this worship of beauty 
and sweetness making us understand the inner ideal of this uni- 
verse, leads us not only to great fame but through this fame 


OE kāts created the great Tapas or sacrifice. For, the 
eauty an sweetness are not used for selfish ends: attachment to 
them is renounced in the cause of 4 


; perfection an i njoy- 
ment. It is a great Tapas. This is d universal enjoy 


indeed great wisdom (catur) an 
expert knowledge of the art of life; for, thus one RS aa 
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rulers know not the way of approach. The couchant bull, the 
Dharma.of self-surrender is His banner. He is Himself the incar- 
nation of such humility and mercy; for is He not Himself carry- 
ing in His hand the meek and humble deer? He thus stoops to 
conquer. His feet is on our heads (8). 


The same idea of the fall of the arrogant is suggested by the 
vanquishment of Ravana. The mountain of the creeping waters 
of cataract is personified as Ttrumalaiyār (10). (Here we are 
reminded of the Vaisnavites belief that the freed or free souls 
have become the various weapons of Visņu and the many places ` 
in Vaikunta). The great Daksa never honoured the Lord and the 
sacrifice came to naught. It ended in His play of destruction. 
The heretics know not this truth and indulge in their wanton 
egoism. Alas! That is their fate coming according to the great 
law of the Heavens (9). 


V 


(The Heretics referred to are the Jains and the Buddhists. The 
Buddhists are called the Cakkiyas being the followers of the Bud- 
dha of the Cakkiya clan. They probably went about with an 
umbrella and hence the description ‘kutai-c cakkiyar’. — Some have 
interpreted this as to mean teasing cakkiyar. But in that case we 
must have ‘kutai cakkiyar’ without the doubling of ‘c’ — a reading 
given by no text. The Jains are called Caman — perhaps a Tami- 
lian form of Sramana. This word had come to mean naked; for 
the Digambara Saints of Tami] land went without any covering. 
*dtar' is another description. It is also a name of the Arhat 
according to Cadamam Nighantu — perhaps a form of the word 
Apta, though there is underlying this a humorous vein laughing 
at their ‘apta vacana’. The word also signifies a mean person: 
‘Atan’ was such a common name of many persons In the Cankam 
age that it had come to mean any ordinary man — man of no 
worth. ‘‘Kuntaitiya — relishing in kuntu — is another description 
of the Heretics. ‘Kuntu’ may refer to the well built form of flesh 
and it may mean the depth of meanness Or ignorance or vulgarity. 
‘Mintatiya’ is their revelling in their arrogance 1n debate and else- 
where. These words ‘kuntu’ and ‘mintu’ are often used by TZēvā- 
ram and Nālāyira Prabhandam with reference to these heretics 
derided as vile arrogant and violent — with what justification one 
cannot say though one cannot quarrel with the poets describing 
their rivals in the way in which they experienced them). 
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VI 


Leaving this digression at this point, one may continue to see 
the picture of the devotees. Their ideal (5) (gati) is the con- 
guest of death and birth,of fetters, desires and blots, the achieve- 
ment of fame, and truth, sacrifice, goodness of a blotless heart or 
mind, happiness derived from power of service, truth and the 
extinguishment of karma. As against the western prejudice 
accusing the East of indifference to morality, it is seen here that 
the poet is emphasizing truth and goodness of these followers of 
-God lost in the worship of the Absolute and Beauty. There is 
one other name ‘Saivatta cevvuruvan’ — “The red or proper form of 


Saivit? — a name which summarizes all the greatness of Sai- 
vism (7). 


Vil 


The purámic stories of Ravana (10), of the banner of Bull (8) 
and the meek deer in His hand (8) and of the destruction of 
Daksa’s sacrifice (9) have already been ‘referred to as emphasiz- 
ing the message of the Bhakta’s life. His battle axe (2), His club 
(2), His bull (2), His feast of poison (3), His burning of the three 
castles of the air (2), His company of the damsel of the mountain 
(4), His flaying of the elephant’s skin (4), His mat-lock with 
waves of the Ganges (4, 6), His crescent moon (5), His sacred 
ash (7), and His remaining unknown to Visnu and Brahma (8) 
— all these are also referred to. The description given of the 
Lord as standing on the chariot for the sake of the Dévas at the 
time of the destruction of the three cities (2) has been probably 


tikās by the description of Krsna standing on the chariot for 
delivering the message of the Gita 


j » Suggesting t he Lord 
Siva is equally a great Guru. ggesting thereby the Lo 
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The Lord is glorified as He who has extinguished the five senses, 
reminding us of Kuras description of God, ‘Porivayil ainta- 
vittāw (6). (Itis possible to take this description as applicable 
to the Bhakta as we have already done — 5). < 


IX 


The poet influenced by his description of the followers as 
kings, calls himself the king of the people of Nāvalūr (10). There 
is a pun in this word and one may call the poet the king as 
well of the lords of the tongue. But he glorifies himself in all 
humility as bearing the name of His Lord ‘Ati peyar — Araran’. 
This hymn breathes the Bhakta’s spirit freedom from all mise- 
ries, and therefore, the poet assures the readers who know well 
this Tamil garland of Ten verses that they will be also devoid of 
miseries. > 
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CHAPTER LXXXVIII 
TIRUKKĀNAPPĒR(ŪR) 
| (Hymn 84) 

E 


This place had been famous from the times of the Cankam 
Age as a fortress conquered from a chieftain Venkat marpan by 
the ancient Pandya king Ukkirap peruvaluti. The other name of 
this place is Kalaiyar Koil—the temple of the ‘Kalai’ or the youth. 
This form of the Lord as the eternal youth appears before the 
mind of the Poet; according to Cēkkilār, our poet has a vision of 
this form in his dream when the Lord disappears saying that He 
resides at Kānappēr(ūr). The hymn describes this beautiful form 
and every last line exclaims, “When am I, the servant, to see and 
worship this youth residing at Kānaģpēr surrounded by the fields 
receiving water from the clouds?" The conception of *Wāfatp- 
povar’ of the devotee hankering after going to the temple to wor- 
ship His beautiful form isa significant development of the Temple 
cult and pilgrimage. Tirunāļaipbūvār had become the name of 
the saint. This same conception is beautifully brought out by the 
first hymn of Kulašēkhara Alvar who is known in Sanskrit tradi- 
tion as Alvar Nālaippēvār. As Kulašēkharar, according to our 
view, will be posterior to Nampi Ārūrar, his hymn has remini- 
scences of the present hymn. Probably Kulašēkharar, the Céra 
king had some difficulty in going to Sri Rarigam, in the Cola terri- 
tory probably under the Pallavas. Our poet, as already pointed 
out, has been so desirous of visiting the temples in the Pandya 
country that he expresses this feeling in this hymn. It is this 


hankering, if the use of the word can be pardoned, that is brought 
out by the exclamations of this hymn. ; 


S II 
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worship the devoted servants, me te ee I te z er 
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It will be seen that the poet is as it were, concentrating and en- 
joying the sight of every one of the parts of the Lord beginning 
from His feet and ending with His crown. It will also seen that 
our poet suggests that these forms have a significance and an idea 
behind them; for instance, the idea of love or pity is behind the 
blue throat. The poet starts describing the Lord as the beloved 
of the devotees worshipping at His feet. 


The other verses similarly refer to the purānic descriptions of 
the Lord; ‘‘His cool mat-lock, with its harmony of the serpents, 
the crane's feather, the ‘mattam’ flower (2) and the crescent moon 
(3), His lordship over the Dēvas (3), His dance in the midst of the 
forest (3), His great victory over the three castles of the air (4), 
His Ardhanārīšvara form, His shoulders befitting a wrestler (4), His 
sacred ash (4), His company of the damsel (4), the beauty of His 
bull (5), His Tillai dance (5), His battle-axe (5), the fire in His 
hand (5), the eye in His forehead (6), His being the forms of 
Visnu, Brahma and Rudra (7), His form of Védic scholar (8), His 
great form unknown to Visnu and Brahma (8) and His ear wearing 


the ‘makara kuntala’ (9)”. 
III 

What is more important and interesting is his subjective 
experience of the Lord as His devotee, an experience which is 
expressed in some places in general (1), as that of all the devotees 
and in others as special to him. The devotees worship at His feet 
(1). “They are learned masters of all that speak of His feet and 
they experience this truth” (2). “They contemplate your great- 
ness and their hearts melt in love. They become one with you 
and there arises a voice within—the creative impulse trying to 
give expression to their mystic union" (2). “They sing. The are 
not different from you; they are but yourself. Realizing this, when 
am I to become one with them, big with love, to worship you 
lovingly with grand flowers in my hand so that my miseries (or, 
the sufferings of my eye in which case he could not have been 
cured completely of his eye defect) may disappear?” (2). 


“Heis the great Supreme—Patron, giving me all that is good, 
even as a thing and a wealth possessed wholly by me. He is Siva, 
the great significance, vivifying the words pronounced by those 
who realize Him as the Highest sphere and the Best ideal. Heis 
the sweet nectar — inside the honey, nay, its clear quintessence. 
He is the full moon in the skies; the blotless light and also the 
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storm, the water and this earth (sphere); when am Ī to reach Him 
as the Great Dancer?" (3). 


«The important characteristic features of His are (1) the 
image form (bhavakam) (4) contemplated by His devotees and 
servants those who as devoid of all their defects (4), their path 
(neri) and their unique musical compositions they recite (icaip- 
paricu). When am I to worship with my heart and praise His boly 
marks with the help of all that I had studied for fame? (4). 
«The devotees stand around Him, playing on the musical drum 
‘kallavatam’ in accompaniment to His dance with which everything 
in Him and around Him keep time" (5). 


«The songs full of the best effects of music and tune—their 
continuous outpour—the love of the damsels beautiful and bright 
like the Goddess of Lotus, the great longing of those who wake 
up exclaiming that He is the first and the greatest Lord who 
thinks of His devotees only after conferring salvation and freedom 
on them—these are important marks of His identity. I stand by 
the side of these, mixed up with them, pining for a way of reach- 
ing Him and becoming one with my father and sovereign. He 
counts even me as of worth and showers His blessing on me so as 
to save me. When am I to see this Lord of the eye on the fore- 


head (He is indeed the Lord of the eye; for has He not seen the 
poet) the sweetest fruit?” (6) 


But pretensions will never pay. “He does not come near the 


heart of those of deceitful minds. He is the primaeval, first 
mould and seed of all. He isthe nectar unto those who are at- 


tached to truth, without any pretensions and who embrace Him 
with their whole body (and soul). He is the Great Beyond relish- 
ing their five, ( paficaganya) beginning with milk, ghee and curd. 
(Thus we get the details of the ceremony of His worship of our 
poet’s days). When am I to sing of Him as the sovereign pro- 
tecting me?" (7). 


«He is the flame and light, so easy of approach to His ser- 
vants. He is the rule or order or dharma, the meaning and sig- 
nificance of the holy pure Vēdas. He is the eternal CER escaping 
even the poison of the seas, Heis the-Universe. He is its Begin- 
ning and its. Chief BiVIng out to the Lords of dde Universe the 
Āgamas or the Scriptures, He is the greatest mystic wisdom of 
grecs ues t sj with all love?” (8). 
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“He is the Lord. He is the great sound evolved out of Wada. 
He is the life in this body of flesh, in the form of the brightness 
of the lamp or jiāna or wisdom. He is the green corns, which 
feed the lives. He is Beauty. He never leaves even for a while 
His attachment to the minds of those great beloved devotees of 
His. His ideal followers are blotless. He is the envoy and 
messenger. He is the bosom companion saving me. He is my 
Lord (who listens with His ears, all my requests). When am I 
His dog of a slave, to reach Him? (9). He is the sugar candy, 
the sweet nectar, the youth of Kaünapper" (10). 


IV 


The poet has thus brought out the bliss, the power, the uni- 
versality, the all pervasiveness, the wisdom, the truth and the 
purity of the Lord and His Grace, He has given us a picture of 
the devotees and their life and worship. He has taken us into 
His confidence and shown us his own heart of love. He describes 
himself as the Ārūran, the chief of Naval of shining gardens, prais- 
ing in the cool Tamil in which is enshrined all glory and great- 
ness, the Eternal youth and contemplating on Him with all His 
heart melting in never forgetting love. His hymn expresses the 
joy of Bhaktas and their greatness. Those who will recite these 
ten verses of music of the peculiar repetitive rhythm will catch 
this contagion of love. They will also become blessed with the 
characteristic qualities of these Bhaktas — that is the assurance 
given by our poet. These Bhaktas are found in the company of 
the eternal Lord. Therefore, they will sit in happiness firm for 
ever, even praised by all the points of the compass. Even if they 
do not become rulers of the Heaven they are sure to live happily 
as the heads of mandalams (kingdoms). It is curious that the 
poet is thinking of regional overlordship, once he is in the Pandya 
country, probably because of the troubles of the period succeeding 
the demise of Rajasimha (10). 


T. 114 
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CHAPTER LXXXIX 


TIRUPPUNAVĀYIL 
(Hymn 50) 
I 


This is another temple in the Pandya country, on the sea shore 
—an ancient city with its gate overlooking an upland jungle tract 
(punam). Here again, the poet speaks of desolation and of fright- 
ful life. This hymn is addressed to the mind advising it to think 
of the Lord every day, to think of Puravàyil, the ancient city of 
the Lord. 

Two points are emphasized in this hymn about this place: One 
is the following, that it has become pestered with hunters and jun- 
gle (5). The songs of the owls occupying the hollow of the trees do 
not cease (1); nor does the commotion caused by the courageous 
hunters fighting with the company of the merchants (2); nor 
does the noise of the ‘ufukkai’ resounding in the commotion (7). 
The hunters tease the groups of deer with their sharp arrows of 
their bows, and the meek animals frightened go and enter their. 
places of hiding (5). It is a place of hillocks of stones, wild 
bushes, and cruel expanse of space (9), all looking gloomy and 
colourless amidst those trees on the sea beach. Even the ‘kalli? 
gets dried up, the grasses become scorched in the heat and destroy 
the heated jungle (8). Seeing this, the dotted deer rush to hide 

themselves in safety (8). The male dove gets to the top of the 
tall i branch of the new born kaļļi and calls its mate in 
Gas etn etn ae (“Tn the dark jangle act 
| and gets up to the top of Die Moms Rent ier Hoos see 
PE PER S iivs of the ‘Ruppaik 
T ot the Carikam poetry], and sends its call of 
tha ? 
kū kū (9). In that holy place the boar of sh SNC 
mouth shining like a torch, and in the i of sharp UE s in 1 
big precious ge the place torn by its tusk, the 
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the fright and alarm of the Koti hymn: the (8). ere is T 
on this desolation with a detached rota pochs contemplating 
The other point emphasized. Eston ntic poetic outlook. 
that these devotees do not cease M poct about this place is 
the midst of all this desolation, The pe the temple even in 
sing and dance in that ancient city (1), ae in good numbers, 
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whether this is a reference to the Bhūsura or Brahmins or to the 
Bhaktas). The lovers of His feet enter this place. Their praises 
do not cease even as the song of the owl and commotion of hunters 
do not cease (1). It is the place where sing and dance those who 
have been freed from their fetters (7). The people of all the 
countries come and bow down before the Lord, day and night (7). 
II 
Therefore, our poet begs of his mind guarrelling, cursing and 
swearing at him, to leave off this and to think of the placeof the 
Lord even as these Bhaktas do. For, it is His place which He 
frequents most (5). He is our patron-Pirēx (3), our Lord — 
Emperuman (4), who has accepted us as His servants (5). He is 
the good person (5). He is all our relationships and aeons of 
time (6). We do not want anything more than the death and 
extinction of the chronic and irremovable karmas (9). ‘“This He 
will effect; for He makes us all alike unto Himself. Does not the 
crow onreaching the mountain of gold becomeitself gold? (That 
is an old tradition) (4). Therefore, this Holy place is our refuge. 
O, mind of cogitation think of Him; contemplate on Him; con- 
sider the pros and cons and weigh all the groups of facts (tokku — 
4ya; aya means āyka (3). Be firm; thisis our refuge. Pray stand 
(without vascillation — 5). Pray do not forget (6). Think of 
Him with a great longing (or freed from your faults) (7). In 
whatever way, pray only think of Him" (2). (Erru (9) may also 
be taken as an exclamation of pity or wonder). 
III 
The puránic descriptions also come in as intensifying this deso- 
lation — the Lord's covering of an elephant's skin (1), His riding 
on the bull (2), His ash besmeared form (10), His waistcord of 
the serpent (3) and His great naked or smiling form (nakkan—3), 
(perhaps on the chariot whilst burning to ashes the three cities). 
IV 
Our poet describes himself as Üran of Naval, the slave of the 
servants of the Lord — an emphasis once again on the cult of 
Bhaktas. In this hymn the poet has been describing the joyous 
song and dance of the Bhaktas freed from karmas, even in this 
desolation becominglike unto God. Those who can study this 
hymn without any laziness and praise the Lord, will get their 
karmas extinguished and become the citizens of the city of God, 
singing and dancing; they will become pure and perfect without. 
any defect whatever—that is the assurance given by our poet (10). 
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CHAPTER XC 
TIRUVĀRŪR 
(Hymn 8) 


I 


This hymn is on Tiruvārūr and according to Cēkkiļār this was 
sung when our poet returned to his residence in this city along 
with Cēramān Perumal. Every one of the verses in this hymn ends 
with the words: *Arürappamé aūcinēnē” — ‘O, father of Arar, I 
am afraid of you’. The previous lines explain the ephemeral life 
in this nauseating and revolting body of flesh where everything 
turns out to be a delusion and it is this which inspires the fright 
in him. This feeling of fright cropped up in the Tirukkarkuti hymn 

! (H. 27) where he begged of the Lord to assure him with the words 
‘Don’t fear’. The condemnation of the ephemeral life is found 
also in Tiruppurampayam hymn (H. 35). Therefore, one would have 
expected this hymn to form part of those cycle of hymns. That is 


A Og SEO Nes suggested all these hymns belonging to this last 
period of Arürars life to the period succeeding the death of 
Rājasimha. i . i 
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«If we begin to describe (the defects) there is no end or limit. 
It is a foolish life of no taste. I had not known any good enter- 
ing this (so called) good roof (of a body)" (4). 


“This is a hut made of nerves and bones tied together not at 
all befitting all our ambitions and desires. Residing therein, I 
cannot lead the life of gentle folk” (5). 


“Children, mother, father, and relatives are happy at marri- 
age. All this is transformed and they themselves exclaim, ‘it is 
corpse’ and burn it away to ashes. I am a dog but I do not 
want this birth” (6). 


“The servants leave off the characteristic humility of theirs. 
They treasure in their minds the idea of wealth. They think only 
of living (sometimes) this life. They cannot give anything for 
the sake of their next birth. When they fall into the deep pit, 
in the midst of all their sufferings, they become a prey to one 
person alone (probably the Lord of Death)" (7). 


“This (body) was constructed out of the heap of flesh and 
the water of blood, this is a cave of ‘mala’ or blots or evil things. 
It is a never ending illusion of a roof and a hut. I do not want 
this life within this body" (8). 


*Itisan illusory covering, all false. It is indeed a magic that 
this should be a thing thought of as something real and true. I 
do not want this life of magic nor can I aspire for it^ (9). 


III 


The poet almost starts with the condemnation of royal life 
and this reminds us of his erstwhile political preoccupation. His 
description of the Lord by the Devas crowding together to worship 
Him with the tributes of gold and gems thrown at His feet (1) is 
čouched in the terminology befitting a royal life. i | 


IV 
There are not many furēņic descriptions referred to in this 
hymn. The poet speaks of the white bull (2), the infructuous 
quest of Visnu and Brahma (8) and the throat wherein saunters 
along, the poison (10). Our poet also speaks of our Lord playing 
on the yāl (7). 
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V 


The poet refers to the Bhaktas and their worship. The wor- 
ship by the Dévas with the offering to gold and gems has already 
been referred to. There are those who daily worship the Lord 
with sweet smelling flowers and water and on them our father of 
Arar confers knowledge or wisdom (3). The Lord Himself is the 
precious pearl and His Bhaktas worship Him daily with their crown 
and to them He becomes of that characteristic feature (9). It 
js not clear what this phrase means. It may mean, He becomes 


whatever they think of, z¢., in whatever form one worships Him 
that particular form the Lord takes. 


VI 


He describes himself as Ūra» and speaks of this hymn as a 
song which he had sung so lovingly with good words though 
inspired by fear. Those who are capable of contemplating on the 
meaning of this hymn and recite it will approach our Lord and 
their words will yield the fruits of Grace. Even in the midst 
of his feeling of fear the poet is conscious of the divine presence; 
for this fear itself is kindled in one’s mind, when thought of 


God’s holiness and reality stands in contrast to this delusion of 
a purifying flesh (10). 


VII 


The holy place itself is described as befitting the worship of 
the Bhaktas, full of flowers and people of good words. The 
dau a heaving bosoms (10), and beautiful words (10) reside 
in that city. The group of ‘matav? oand the ‘pur na? 
tree giving out its fragrance to our heart's content is ever in 


bloom, on its buds blossoming into flowers (5). All round the 
palaces, a all the long-drawn passages, the jasmine crowds and 
spite night the bees move about (guided by its fragrance) (4). 
It is a place of green groves full of gardens in the midst of culti- 
vated fields, a proper resort of Bhaktas and here the Lord confers 


on them their rest and communion (6) 
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CHAPTER XCI 
TIRUVAIYARU 
(Hymn 77) 


I 

This hymn on Tiruvaiyāru, according to Cēkkiļār, was com- 
posed by our poet whilst going to the Cēra capital along with the 
king Céraman Perumal, a story which we discussed elsewhere. 
The Kāviri was in floods at the time of our poet reaching its 
bank. “The stream swallows so quickly, without anybody know- 
ing it, the arecanut fruits probably falling down over-ripe. (At 
this) under the green shade of the cocoanut palm, full of bunches 
of fruits, the sugar-cane crusher raises as it were a hue and cry. 
Thus roll the waves of Kāviri on whose bank stands Aiyāru” (1) 
and God is addressed as the Lord of Aiyáru on the bank of Kāviri 
in every one of the verses of this hymn. 


“The flood gathers together (paruvi-arittu) the seeds and 
on its course it throws and scatters (vicci) them to grow on the 
mountain slopes. It takes hold of the barks of trees to play its 
pranks with the elephants. The maids of the mountains keep 
watch over their fields preventing the birds from coming in and 
driving out the parrots. The flood rushes carrying away the 
garlands of their tresses of hair. Rushing fast Kaviri becomes 
noisy” (3). “The beautiful waves of Kaviri in floods bring the 
plantain and the cocoanut palm full of fruits and throw them on 
to the banks; thus the waves are full of beauty" (4). “The river 
comes down (to the plains) so that the good damsels of cool eyes 
may bathe and play. It overflows unable to be kept within the 
mountain and the neighbouring lands. It mixes itself with the 
honey of the bamboos. It flows into the fields, the waves of the 
Kaviri getting up through the channels and proclaiming as it 
Were its gift (to the needy)" (5). “The long drawn streams 
coming in great numbers gather the gems, the peels andi gold 
so much that the waves respond with the noise” (6, 7). The 
Kāviri with its waters, deepens down so that those, who worship 
you and thereby desire to be rid of all their miseries, may bring 
it with all their hearts, wherever they stay and bathe you in the 
Kaviri waters” (8). “The clouds tremble (with their lightning) 
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and the rain is poured out. The flood spreads; the foam is scat- 
tered. The Kāviri roars with its waves" (9). "Everywhere the 
people of the country bathe with a clear vision in the waters of 
the Kāviri when this settles down. It is for this, the stream of the 
Kaviri is so full of the waves of fragrance, waves that play" (10). 


The last few descriptions make it clear that the Kaviri is 
described not only when it is in full floods but also when it is 
crystal clear enabling the devotees to bathe. 

-U 

Our poet refers to the purümic descriptions of the Lord: His 
mat-lock of hidden Ganges (2), the deer and the battle-axe (in 
His hand) (2), the hood of the cruel serpent encircling His 
waist (4), His konrai (6, 8), His bull (6), His begging in the 
company of the damsel of the mountain (7), His crescent moon 
(8), His being a flame of light surrounded by the serpents (8) and 
His remaining unknown to Visnu and Brahma (10). The poet 
here identifies the king of the country with the Tirumal or Visnu 
— (Tēcavēntan — Tirumāl — Visņu) (10) thus proving that the 


divine right theory of kings had taken final form and shape by 
the time of Nampi Ārūrar. 


III 
Our poet describes the Lord as the past and the future ‘Mum. 
nī, pin ni (6); the basis and the first cause (or the chief) — 
«Mutalvan (6), The holiness of God is also emphasized. He is 
Tirttan (7) — the Lord of holy path or holy waters; He is Punni- 
yan (8), the virtuous, He is Jyöti, the light of flame — Cutarccott 
(8). The Lord is as is often the case with Nampi Ārūrar spoken 


of as “Emmat tamman tammüsé" (9) — the father of the father 
of my father. 


IV 

The rest of the hymn reveals two different lines of thoughts; 
one, emphasizing the Grace of the Lord and our poet’s unworthi- 
ness; the other, emphasizing our poet’s innoncence and the Lord’s 
indifference to the Bhaktas. There is thus a conflict of emotions. 
“I do not know any way of worshipping you; nor did I in my 
sā us APS my mind to worship you; thou h thinking 
of you day and night, I cannot think of att aa 29 (1) 
«Wherever I may go, aining you” (1). 


you come and b ; à 

: Withou — eco 

mind. Without any doubt whatever MS enshrined in my 
> you remain ever loving; 


without any difference between the first day or the last day of our 
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intimacy” (2). “Having come together, I cannot bear any sepa- 
ration from you. I have given myself completely to you, stand- 
ing firmly in your path. I cannot leave it off” (3). “Those, who 
have become habituated to your service, who have become ser- 
vants without slighting you, what gain they had, I know not” (4) 
“I do not know any mistakes committed by me. Pray, order that 
the mistakes if any may be erased" (5). “I have not seen or 
realized you, perhaps I have seen you as somewhat like the irra- 
diating or pinching hunger. I cannot swim against the current” 
| (9). “Though Your servants feel shy to approach you and keep 
quiet, You have no good in you, nor is there any sign in you of 
understanding their thoughts” (10). “Though devotees gather 
| together you keep mum because you have not any good quality; 
| nor do you understand their thoughts. Though I continue to be 
| in a sulky mood I am not in a position to realize you, I, your 
servant, Ūran. I have searched everywhere but cannot see or 


| realize you; I think only of Tiruvarür" (11). 


| Apart from the conflict of emotions, the construction of the 
sentences is also confusing. We have probably to take the con- 
junctive participles lying in the verses almost unconnected, as 
going with the verb implied in the word ‘utazya’ of the phrase, 


* Aiyárutaiya Atikalē” (1-11). 


Tiruvarür like hymns No. 83, 51. 
V 


sion to the Pallava throne. 
T. 115 
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The Absolute is so rich in its varied aspects that what ap- 
pears to be conflicts are resolved in its beauty of variety. The 
assertion that, “I am thinking only of Ytruvārūr* (11) suggests 
that this also must belong to the cycle of hymns hankering after 


It is remarkable that our poet does not refer to any good effect flowing 
Srom a recitation of this hymn. The specific effect of recitation is not 
mentioned probably because mere recitation as giving vent to pent 
up fellings is itself a great boon. *'Atyārutaiya Afikalo!" —*Is it 
the Lord of Aiyatul’ may be an exclamation of wonder and joy as 
much as the exclamation, “Pivanamito!” (H. 11)—*Isit Pūvaņam!” 
expressing the pent up desire for seeing the place a desire now 
being fulfilled. It is probably because of this that Cékkilar is 
bringing together all these hymns. Our poet must then be visiting 
these places for the first time; there must have been some diffi- 
culty in his visiting this place, perhaps due to the war of succes- 
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CHAPTER XCII 
*MUTIPPATU GANGAI"—TIRUVANCAIKKALAM 
(Hymn 44) 
I 


This hymn according to tradition is on the temple in the Cera 
capital, Tiru Aūcaikkaļam, probably the ancient Vaūci or Karūr. 
But the hymn itself does not mention any specific place. The Lord 
is described as ‘Empiran’ in all the verses of this hymn. Does it 
refer to the Cera Country calling their princes ‘Tampiraw’ and 
princesses ‘Tampiratt’? This may be taken as one of the Bhiksa- 
tana hymns or a hymn sung by our poet with the same feeling of 
love, reverence, fear and humour of those damsels who had the 
vision of the Bhiksātana. Five verses end with the word, *'Is there 
nothing else but snakes, bull, etc. for our Lord?” (1, 2, 6, 8, 9)— 
these end with the word “Empiranukke’. These express the hum- 
our, fear and love—a curious combination of emotions. Five 

verses end with the word ‘Empiran’ (3, 4, 5, 10), two of which beg 
of the devotees not to speak harsh of the Lord (3) and not to 
speak of deserting the Lord (4); one speaks slightingly of the 
world Which in spite of the Lord showering His Grace, condemns 
Him as mad (5) and the other reguests the servants to speak 
$ about the Lord (10). Perhaps all the other verses also express 
l Rar dm pu e Oo 
-—— S SU i ka dashed the hopes of others to whom 
not speak of forsaking the Lord. 


u 


«His crown is the Ganges and the 

moon. d 
E E tres cantles reduced to ashes a ae oe 
afraid that the poison of His Serpents will spread Pc ed as 
ie soon as it bites. What beautiful hands of His! Is there nothing 
ķi else to be held in these hands?” (Du acct da re 
hall but this jungle of bushes; s there no other dancé 


i burning ghat? Has He no ih 


it oe Has He nothing else to ride 
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This feeling of fright and love slowly gives place to a feeling 
of regret that the Lord in spite of His comming begging for our 
love, for our benefit continues to go about as a beggar without 
His love being returned — He who is the Lord of the Dévas of 
great power. But all the same there is a sly humour in this kind 
of speech which amounts to decrying the Lord. 


“The Lord begs of you often and often to prevent and 
remove hesitations and confusions of your mind and tochallenge 
the slaughter of the lives of this great earth (Has our poet like 
the Great Asēka become sick of the slaughter of war — the war 
of succession to the Pallava throne?). He is the learned of the 
exemplary conduct — the Déva of Dévas, the light of lights, with 
great powers of destruction over evil, reducing to ashes the threc 
cities” (3). 

“He is our wealth adorning His mat-lock with a garland of 
grinning skulls, in the unapproachable dark graveyard surrounded 
by ghosts of fiery tufts of hair in the midnights whilst the fox 
steals away the dead head with its mouth and the wolves shriek 
(What penance and beggary for our sake! What meanness by 
the way!). O, devotees! Pray do not speak of deserting Him, 
our Lord" (4). 

«There is no illusion about Him. He has become the Lord 
"of the mountainous country (Céra country is known as the country 
of mountains—the Lord bccomes one of the residents of the place 
to save others). That is His greatness. People praise Him 
according to their capacity and the Lord cuts them away from 
their miseries. And yet, alas! He is spoken of asa mad man 
and as a wandering ghost" (5). 

“The celestials and the eternals praise our Lord as their all 
pervasive sovereign. They come together concentrating their 
minds in their path (of Love). They worship His couple of feet 
with flowers of purity. But has not our Lord anything else to 
sing other than the secret chant (Védas). Has He nothing else to 
crown Himself with, except this crescent moon?” (6). 

«His garland is but of konrai, kūviļam, and unigue mattam. 
His beginning and end are what no one has fathomed. He has 
no city of His own. But yet it is said He has thousand names, 
to be worshipped by those who love Him, in all the worlds’ (7). 

“Great souls even when they had reached the state of great- 
ness of Visņu and Brahma, find it impossible to know Him. But 
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He adorns His mat-lock with only the serpent, the vai leaves, 
the moon and the mattam, He is our Lord of purity (Puritan), 
Has he, our Lord, nothing but fire for His hand?” (8). 


"Alas, is this to be His characteristic feature — to feast on 
the consuming fire of scandals of the eagles revelling on their 
food or ghee — those heretics, Jains, of dark mind. Has He 


nothing but this elephant's skin frightening the large heart of the 
Damsel of the Himalayas?” (9). 


III 


Though all kinds of emotions struggle to find expression in 
this hymn, the poet himself assures us it is only humour that is 
the basic emotion. He calls this hymn, a hymn making fun of the 
Lord, the gem of the angry bull and blotted throat and that is 
why we characterized it as a Bhiksdtana hymn. Our poet calls 


himself Ura, the slave of the Lord, and the father of Vanappakat 
of great fame praised by willing tongues (10). 


(Vanappaikat like her paternal grand mother is called fūānt). 


Our poet does not give any specific result of reciting this 
hymn but calls upon the devotees to recite it. That itself, our 
poet feels, is a great joy. 
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CHAPTER XCIII 


TIRUVĀRŪR 


(Hymn 59) 


I 


This hymn is on Ttruvārūr sung according to Cékkilar when 
the poet’s thoughts went to Tiruvārūr whilst he was at the court 
of the Gera king. Cēkkiļār feels that because of Tiru Murukan 
Pūņģi incident of the poet being robbed of by the hunters, a 
robbery, which could not have occurred if the poet was in the 
company of the Céra king, the poet must have returned when 
he was robbed on the way. The last place sung by our poet is 
admittedly Tiruvaūcaikkaļam and, therefore, the poet must return 
to that place. In the Tirupparankunram hymn, the poet speaks 
of the presence of the three kings usually taken as the Cēļa, the 
Pandya and the Céra kings. If that were so, Cēkkiļār assumes 
(1) that the Cēra took the poet to his capital for honouring the 
saint, (2) that on our poet thinking of Tiruvārūr, he returned to 
Tiruvārūr when he was robbed on the way and (3) that the saint 
once again went to Tiruvafcaikkalam being drawn there by the 
loving memories of his previous visit. 


If we are not so very much tied to tradition, we are free to 
assign the hymn on Tiruvārūr to the previous cycle of hymns 
expressing his longing to go back to Tiruvārūr which probably 
he had to leave because of political complications. He goes to 
the north on a pilgrimage to come and settle down at Tiruvor ri- 
yūr. He later on returns to Tiruvarür from where he is in a posi- 
tion to visit the Pandya and the Cera country including Pantoikkotu- 
muti. Perhaps the political party of His is not successful. He 
goes through places laid desolate. The Gera need not necessarily 
have accompanied him. The poet goes to the Céra capital where 
he resigns himself to his fate. His end comes there and accord- 
ing to the tradition, also the end of the Céra, his political ally, 
perhaps against JVandivarma. If this conclusion is correct this 
hymn belongs to the cycle of hymns 51 and 83; or, the poet might 
have sung at Tiruvaficaikkalam without going back. 
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II 


“The Lord got wild and kicked the Lord of Death (2). He 
is the Lord of the eight forms (2). He rides on the bull wor- 
shipped by the celestials and the eternals, as their pearl (or the 
ever free One) and their patron (4). He holds up in His hand 
the skin of the elephant which He had flayed (7). He has an 
eye above the eyes (7). It is High right of divinity to be crowned 
with the crescent moon (7). The Ganges is in His mat-lock (9). 
Umā is on one part of His form (9). He is the unruly mis- 
chievous theif (10) (of our hearts). He is the scholar (Bhatta) 
(10), the father of the cetti who out of love hewed down Sära- 
panma in the sea (10). He stands crowned with the laurel of 
konrai (11). He can never forget Tiruvürür because of the beauti- 


ful damsel — Paravai (11); — These are all the purdyic allusions 
in the hymn. 


III 


The hymn expresses our poet's feeling of gratitude. “He 
is the One that gives gold and the true reality (of His own Abso- 
lute). What more, itis He who brings about their enjoyment 
and experience — the enjoyment of the world and His Grace or 


the wealth of salvation. He does not stop with that. 


He puts 
up with my excesses 


He orders the removal of all faults. He 
is my father impossible to be known specifically. He is the muni- 
ficent patron so easy of reach. Is it proper or possible to forget 
this Lord of Arar?” (1). “He is the One who weed out our 
sufferings and fetters of disease. He weeds out the cruel diseases 
and filthy desires (or desires left off by great minds). It may 


mean that He weeds out the cruel diseases resulting from desires 
though the desires have now ceased). It is impossible to leave 
such a one if you had once been in communion with Him. He 
orders the prevention of the affliction of t 


Thi i he past and future scan- 
a (This again seems to suggest some political complication)" 


IV 


From these personal experi 
2 Xperiences, he rise versal 
state of seeing God everywhere, « s to the univ 


: "He showers as rain on the 
asi „He is the significance of all arts and yet 

s āda € soul enjoying the arts, at the same time 
fee ma xis y orit. He stands as day and night (as the 
time frame of art). He is the Organs of senses — (the instruments 
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of enjoyment). He is the ear that listens through, the sound to 
its significance and joy; He is the tongue experiencing the taste. 
He is the eye that sees, (He js the objects creating the impres- 
sions in artists’ mind which gives expression to them as art). He 
is the roaring sea and the mountain" (3). 


“He is the greatest. He weeds out our pains. He is the 
Vēdas. Heis the light for all the living beings of this world, 
though He is impossible to approach to those who do not think 
of Him with loving contemplation. He is so easy of reach to me, 
His slave" (7). *He is the flower of my crown; He, after accept- 
ing me as His servant under a promise to save, has gone away and 
hidden Himself. He is the day-light and darkness. He is the 
honey, springing up in the minds of those contemplating on Him; 
He is the sugar candy, the strained juice of sugar cane" (10). 
“He is the basis of all, fit to be described as the one great city 
for all the people of the world. He is the real category, the 
Absolute in communion with everything" (11). 


V 


This greatness of God's love intensifies his feeling of his un- 
worthiness. He cries, I nourish and increase my flesh alone. I 
cannot cross the miseries — inflicting me as a result of the han- 
kerings of many days. Nor, do I see a way out. Alas! I cannot 
(out of pity) throw anything into the hands of those who beg 
with sunken eyes" (9). This self-condemnation is more for the 
sake of others, in whose position he places himself and weeps thus 
bitterly for all. He speaks of these indifferent people. "God's 
followers worship Him losing themselves in Him and doing 
nothing of their own but standing in His presence. (Such is their 
self-surrender). These get the rulership of the Heavens. (Is 
there any reference to the death of Rājasimha?) To the ears of 
the people of this world this news reaches. And yet they do not 
worship Him every day with flowers. Nor do they realize the 
truth of his saving us. Having heard this, I labour hard to the 
point of prostration. Thinking that He will be the help and prop 
to all our relations (the human community) I call upon many of 
them to become His servants” (8). 


VI 


He reasons out on the basis of the ephemeral nature of this 


World and appeals to our reason: 
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“People die. In the presence of their corpse, some congre- 
gate and laugh at the life of the dead. Before that happens to us, 
should we not escape this calamity? Have we not for helping us, 
therefore our faculties of ‘cintat (cittam=recollections), ‘manam 
(desire to know) and ‘mati’ (decision) already established in us 
(and not only ahankaram or ego)? Have we not the results of fate 
to help us? If there is yogic attachment to Him, if there is clarity 
of mind, if there is firmness coming out of faith and certainty, 
if there is such a thing a returning from old ways (and therefore 
hope of conversion), if there is next birth (when one is sure to 
get his divine desires fulfilled if not in this birth), if there is 
that deceit (of nature) leading its invasion on our life (there- 
fore, egging us on to activity before death comes) can one 
forget the father of drir, for, we are blessed with knowledge 


(to open our eyes) and there is life yet in our body (to bc 
saved)?" (4). 


“The five senses gradually make me view this body of holes 
as the reality of worth and significance and as wealth, relations 
and enjoyment and He, the Providence or Law, prevents all their 
activities occurring in me. He is the munificent patron (Vallal). 
Ever, day after day, the eternals worship and 


praise Him as their 
sole help and prop" (6). 


VII 


Our poct is proud of his name Ārūrar, the beautiful name 
of the father, 


but he is humble enough to praise himself as His 


servant the slave of a dog. He is however sure that those who 
become experts of the message of his 
> 


eternal world — for, that has b wiil be residents of the 
— lor, that has been hi 9 Ā ate? 
this Aymn (11). Is experience whilst singing 
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CHAPTER XCIV 
TIRUMURUKANPŪŅTI 
(Hymn 49) 


I 


This is a place in the Konku Natu, sung by drūrar alone. 
There are many villages with the name Pūyti. This term as 
referring to a village is as old as 4r&rar and Pinkala Nikantu. 
Pünti is probably from the root ‘pin’ meaning a group of houses 
or people undertaking to live together or yoking themselves to a 
social life. The Pūntzis called after Murukan, the Tamil God, or 
a chieftain of that name. According to the Sthala Purana, the 
place derives its name from the fact that Murukan worshipped 
Siva at this place. 


II 


This is another desolate place, laid as such by the poor 
marauders of Vatuku hunters. These Vatukars were probably the 
ancestors of the Badagas of Nilgiris and thus Vatuku was probably 
the Kannada language. By their very speech they express their 
unsocial nature. (Is this a reference to their foreign language or 
is it that their speech is unsocial, as breathing hatred?) They 
speak very harsh (1). They look like monkeys (3). Their pecu- 
liar chin is characteristic of their savagery (Mēra: vétuvar-4). 
There is about them an awful offensive odour of rancid flesh (1). 
(Mutuku—if the formative ‘ku’ is omitted, we get the root ‘mutu’ 
a root found in ‘mutar’, i.e., odour of flesh etc.; and in ‘mutuval, 
the dog). The hair of their head is tied round like those of women 
—‘curaippanki—i.e., paniccat (4). (Or, itmay mean they share the 
booty). These poor beings wear but rag and on that is fastened 
a small sword (4). They carry a curved but cruel bow and they 
frighten the wayfarers with it (1). They waylay and dash fast 
which our poet tries to express with the onomato-poetic phrase 
(Tituku mottu); (1) they box the poor people on the way and they 
throw stones at them (2). They have their own musical and bat- 
tle drums; the sound of their *montai or pot drum never ceases. 
(9). These devils live on killing cow and eating its flesh (8). 
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They have no conception of sin; they undertake every day the 
slaughter of many lives (3)’. 


The Punti is the place of their highway robbery; the robbery 
is there, a daily event. But these wretches in torn clothes are 
only after clothes to cover their nakedness; they have been reduc- 
ed to that level of poverty and savagery of bestial life. Therefore, 
they strip the wayfarers naked. This emphasis on their robbery 
of clothes heightens the desolation of the place. Our poet has 
given us a [pen picture of their life and appearance. There is 
another beauty about this description in that the poet is trying 
to give it a local colour by using the dialectic words of the place 
and the people — *Icukku” (3), ‘Titukumottw (1), ‘Ucirkkolai (3); 
perhaps also *cūrai” (4), ‘morai’ (4) and ‘montai? (9). The story 
of the robbery of all gold presented to Ārūrar by the Cera is ap- 
parently based on this description of ‘Kurai kollumitam’. 


IH 


Even this rendezvous of these hunters is not without natural 
attractions to our poet. The pollen dusts of the jasmine cast all 
round this place, their sweet fragrance (2); the buds bloom and 
the sweet smell spreads (6). Is it desolation? No! For, our poet 
feels that invisible eternals worship there before every one—a 
secluded place, a quiet resort, for the happy couple of the damsel 
and of the Lord (10). But this is an idea which comes last. At 
the first flush, itisthe desolation—horrid desolation that comes 
to his mind. "What a place for the Lord to live with His consort 
the embodiment of His Grace!" and the poet exclaims, “What 
for are you here my prince, and patron?” (1). 9 


duty to safeguard the suburban 
Lord?" (2). i. 


“If it is not your 

why are you here, My 
*You have the bull to ri z 

O ride upon. You are not 

lame. You have not been disabled by any pain or suffering” (8). 


“You are proud and capable e ; 
1 are riding on the bull; wh nough to move about” (5). “You 


th 2 cc 1 
iekasē ete: T3 en are you here?? (8). “What is 


u i 3) 
of the Uttira festival of TOR over?” (7) 


. “You are fond 


: SRS iyur of t : - : 
net at! ps ee (i 


ive al eru. 
receive ams to go down in this meanness of beggary” (6) «Teukku 


is "Ilukku”, the fault or mea 
ss: E n €T. A 
of ‘Ilu’ in the sense of pušu e probably as a corruption 


found in Arunagirinat, à; und in Tivākaram. *Icitta” is 
SLT Probably the poet is aple A of 
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the Vatukar. ‘Payikkam’ is begging (See: Palüril payikkam pukkuyn- 
tavārē: Appar: 4: 5: 8). “If you live on the alms given, why per- 
manently stay here?" (3). 


IV 


This begging brings to our mind the Bhiksātana form and one 
may not be far wrong in calling this hymn also as a Bhiksatana 
hymn — a recurring motif in Ārūrars art. This beggar of love 
curiously enough as we had seen, comes with His loving consort. 
Our poet sings here, “You come as a beggar but you are dazed 
and you do not know any way of living on the alms offered in 
the cities" (5). We saw the poet emphasizing latterly the holi- 
ness and purity of the Lord. In keeping with this trend the poet 
harps on the white aspect of His ornaments. *He recites the 
holy Vedas; He besmears Himself with the white ash wearing 
a white loin cloth” (7). "He carries as a begging bowl of a white 
skull; His laurel is the white crescent moon” (9). “The skin he 
wears is shining. He is a beggar but He is one who creates 
happiness or bliss. He is a great musician. He sings the musical 
Sama Vēda” (5). “He is fond of the musical instruments and 
their intermittent sound — kokkarai, kotukotti, tattalakam, kutamula, 
tuntumi which are struck in accompaniment to the song; all ac- 
companiments to the dance of the Beggar” (6). 


V 


These are the verses which the poet has spoken out of his 
heart — a hymn springing as it were out of his contemplation 
This hymn whilst reciting inspires us with a calm joy where disap- 
pear all miseries, kindling in us a contemplation of the love of the 
Lord, coming a-begging for our love. This same experience is 
vouchsafed to those who recite the praise of the Lord. Our poet 
calls himself ran, the Siva Towíam. Another reading is "Giru 
Tontan’ or the humbler servant (a meaning which we noted in 


Campantar’s words: 3: 63: 1-11). 
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CHAPTER XCV 


TIRUPPUKKOLIYŪR AVINĀCI 


(Hymn 92) 


I 


This hymn is on the temple at the place called Tiruppukkoli. 
The Lord of the Temple is Avināci, i.e, one who knows no des- 
truction. Now the place itself goes by the name of Avináci. But 
in the hymn, it occurs as the name of the Lord, as a noun put in 
apposition with the other names describing the Lord. Every 
third line of the verses ends with the words, *Pukkoliyūr Avināciyē” 
except in verses 2 and 9 which speak of "Pukkoļiyūrir kulattitat 
(2 & 9), referring to some Brahmachari or youngster getting into 
the tank and bathing and playing a prank or deceiving the poet. 
The story about the boy dead long ago coming alive from the 


mouth of a crocodile had been discussed earlier (in the life) of 
Guntarar-Ārūrar). 


U 


The place is described as being full of gardens which dance 
in the woods (4), as it were for the Temple — a garden where 
play the monkeys (7) and where the birds get to the top of the 


trees (9). Our poet is so overpowered by his feeling of universal 
love that he speaks of the she-monkey going in search of edible 
fruits for its beloved and also worshipping the Lord in the moun- 
tain slopes at the time of every sandhi (morning, midday and even- 
ing) with the offerings of water and flower aad the Lord residing 
in its heart (7) — a beautiful picture of domestic life and tapas 
rolled into one, something contemplated in Narrinai (v. 22). 

If Kalidasa's Sākuntala Speaks of the creepers as sisters, OUT 
A ps UE ue he monkey as a spiritual colleague like 
(m E. iesus of domestic life and tapas (7). This 


and that (0) O ^ 
seventh verse, the place of w fa she-monkey, takes, in the 


vious verse (6). "The oss by the celestials in the pre- 
Bye »( Will not utter hi cept 
singing of you” (6). So savin zd anything excep 
. and salute as the Lord's RE Devas or celestials worship 


blu For, He becomes the crown 


hmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


TIRUPPUKKOLIYŪR AVINACI 925 


of those who contemplate on Him; for He is so fond of their 
praises (6). 


Ill 


The Lord is the beautiful light of the Dévas—cuntaraccoti—6. 
Our poet thus emphasizes the beauty aspect and the jana aspect 
of the Absolute. He is the great gem — ‘Māmani’ (2). He is 
Pacupati (1) — the Lord of the souls, a name which expresses the 
unique philosophy of the Saivites. He is Paramétti (1) — the 
Supreme. He is Nandi (7), a name which is sacred to the later 
day Saivites, though it is also a name of Arhats in ancient times 
especially of Rsaba Deva. Heis our Man and Prince (3). He 
is our Chief (1). He is the Alpha and Omega (4). He is the 
blotless and the Pure: ‘Ninmala mirti” (10). He is the great 
Dancer (6). 


IV 


The Puranic references here are not many asis the case with 
our poet’s hymns in which the subjective element predominates. 
But the serpent is spoken of often and often (1, 3, 4 & 8). The 
blotted throat (10). the destruction of the three cities (5) and the 
mat-lock of flowers (6) which mat-lock rises mercifully (arulonku) 
higher and higher with the increasing waters of the Ganges (10), 
His dance hall of graveyard (5), His fighting bull (10), His pre- 
ferring the garment of tiger’s skin to white clothes .(9) — are all 
mentioned. The temple cult is also emphasized. He resides at 
Nalļāru, Telļāru and Arattu;ai (9). 

V 


One may turn to the personal representations of the poet to 
the Lord. The Ārūr hymn exclaimed, “Ts it possible to forget the 
father of Arar? (H. 59). Here our poet begins in the same strain, 
“Because of what, will I forget my Lord even'in the seven fold 
births? With all my heart I think of you alone as my relative, 
realize that truth. I live attached to you" (1). «Wherever I 
may go, if I just think of my Lord no evil befalls me (3); even 
if I enter the Konku country there is none to waylay me and rob 
me of my clothes” (3). (This is the reference to the condition 
of affairs at Tirumurukan Panti already described — H. 49). 
“Excepting you, I worship not other gods. I sed not, if you do not 
show. Ifyou show me I shall still see” (8). You are capable 
of making even blind eyes to see”. (Has it anything to do with 
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the blindness of the poet? Or, does it mean that the Lord is 
capable of showing things which the physical eyes cannot see?) 
(8). There are a few requests of the poet; “My Lord! I beg 
of you and pray for the birthless state. I pray for escaping from 
Hell" (3). 


VI 


In these stanzas occur the reference to Mani (2, 9) and 
‘Pillai’ (4). “You came and joined those wayfarers. Is it fair 
that you should leave off and disappear in the middle. The Mami 
who descended into and bathed in the pond of Pukkoļiyūr has 
duped me" (2). "The Maxi that began to bathe inside the pond 
of Pukkoļiyūr has duped me" (9), It is not clear what the inci- 
dent in his life that the poet is referring to. *Xaraikkāl muta- 
laiyaip pillai taraccollu Kālanaiyē” (4) is the last line of the fourth 
verse and this remains a problem; for, the meaning given as 
referring to a miracle is not convincing. The construction seems 
to be peculiar. Has this anything to do with what the poct had 
spoken of probably in the Kalumala hymn? (58: 9). 


“< Maraiyitait tuņintavar manaiyitai yiruppa | 
. Vatīcanai ceytavar poykaiyu māyat 

Turaiyurak kulittula tākavait tuytta 

... Vunmaiye nuntaka vinmaiyai yērēn 

Piraiyuíaic cataiyanai yenkal pirānaip 
` Péraru lalanaik karirul pónta 

Karaiyani mitarutai yatikalai Jatiyen 
Kalumala valanakark kaņtukoņtēnē” (58. 9). 


EDI 
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elf as Tontan (10) and these are the 
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CHAPTER XCVI 
TIRUVANCAIKKALAM 
(Hymn 4) 


I 


This is the hymn on the Father of Asicaikkalam, the temple at 
Karür or Vafici. Every verse ends with the address, *Asicaikkalat- 
tappané’. This usage of addressing God as Appan of the temple as 
Guruvāyūr Appa, etc., is widespread even now in Malabar. Our 
poet had prayed for a birthless state (92:3). This hymn reveals 
the highest state of spiritual development, an intense emotion of 
jūāna, almost an identity with God, a natural loosening of attach- 
ment to the world as though there is no more use for him in this 
world, a readiness to quit the world if God so decides but no more 
assertions of his own, even if it be a prayer for birthless state or 
an escape from Hell—a feeling of self-surrender leaving every- 
thing to be done as God wills. 


This hymn begins with questions about the peculiar orna- 
ments of the Lord even as it was found in the Bhiksatana hymns 
(No. 36, verse 7 and also in hymn No. 6). The Bhiksatana hymns, 
as already referred to, form the one great motif of Arürar's art, 
as the best vehicle of his mystic thought. The personal narra- 
tions have been predominating latterly in his hymns but now 
comes the calm and peace and he with his childlike simplicity 
goes back to the puramic stories seeing therein the best way of 
expressing his experience of the Lord. The complete identity of 
love takes the form of the happy speech of a damsel in love with 
the Bhiksātana form. ; 

TII 


«Why (of what significance) is the adornment of the laurel 


of skulls on your crown?" (1). “Why is this wearing of the flood 


of the Ganges on your mat-lock 
self with the tiger’s skin and why 
tape of poisonous serpent?" (1). «Why is the wearing of the 
Serpent after catching and making it dance?” (See the reference 
to holding of the serpent to dance in the Bhiksatana hymn) (2). 
*Why thus adorning yourself with the crescent moon on the mat- 


this tightening it up with the 
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lock?" (2). **Why is this besmearing of the ash all over your 
body?” (2). **Why is this loving ride on the bull?” (2). “What 
is the fruit of salvation?” (5). “What is the result of birth?” (5), 
«When elephants are standing at your beck and call, why ride 
on the bull?” (5). “Why crown yourself with the damsel of the 
Ganges whilst you stand embracing the damsel of the moun- 
tain?" (5). “What is the thing you confer on those scholars 
who sing of You?" (5). “Why this midnight dance of the grave- 
yard?” (6). “Why this begging with deadman’s skull?" (6). 
«What is the substantial thing that those who worship and praise 
you get?" (6). 
III 

Ina way all the mystic significance of the Purāņic stories 
which we had explained elsewhere thus comes here as it were 
in a final flash with a glow of complete realization and mystic 
love. Without any such interrogations, the poet lovingly and 
significantly addresses the Lord's purāņic personality as the Vēdic 
scholar with the ears wearing the shining Kundala (suggesting 
He is all ears) (8) and the Lord who vanquished Ravana (8), as 
the Lord who shines with the dark and sapphire like throat after 
the feast of poison (8), as the One who cut away one of the heads 
of Brahma and as the destroyer of the three cities (8). These 
addresses are continued with more direct and revealing experi- 
ences and conclusions of his, “You are the gooseberry fruit (tast- 
ing sweet every time it is enjoyed) to those who wake up ever 
contemplating on you. Whether they are great or small, if your 
thought begins to spread in their mind, they that worship you 
before anything else will never die and never be born again” (3). 


“Vou are the Seer of the Seers, the Eternal of the Eternals" (3). 
«You are like what the vowel is to the letters 


. : (or the life unto 
the pictures). You are like what the leaves (the feeders) are 
des mc trees; You are like unto Yourself. You are like what the 
cloud is to the sprouting crops. You are the refuge of your ser- 
vants” (4). 


Then follow his assertions: * assert or I say that You are 


the Creator, Destroyer, and S x 
SUE ustainer, T are 
the significance of words uttereq vads Vei 


b 
You are the tongue, the ear and t Y the speakers. I state that 
realized you completely” 
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left it off completely” (8). “I will not forget you” (9). “He is 
our Lord and Master, the Lord of the Eternals, He who for ever 
showers His Grace on me my Father of Aficaikkalam" (10). 


IV 


The poet once again takes an innoncent pleasure in Nature 
and we have here the description of the sea port of Vañci of his 
times. The city is called Makētai: *Kalalaükaraimel Makētai 
aņtyār polil Aficaikkalattappane" (1) — "The father of Aūcaikkaļam 
of groves in Makotai in the sea beach”. It is the fourth line 
in every one of the first nine verses except the third. To it, the 
first foot is added variously according to the rules of assonance — 
tt Alaikkun katal”? (1) — ‘the sea where the waves roll to and for’; 
“Atittar katal”? (2), ‘‘Atikkum katal” (9) — ‘the full sea which 
dashes against the beach’; ‘‘Alaikkum katal” (4) ‘the sea that 
calls’; “Atum katal’ (5) — ‘the sea that dances (with its waves) 
or plays’; **Aravakkatal”” (6) — ‘the sea of great noise’; “Arkkum 
katal’ (7) — ‘the roaring sea’ and “Antan katal” (10) ‘the beauti- 
ful cool sea’. 

“The forceful waves like mountains draw inside the sea 
(everything caught) and then dash against the shore with a great 
roar and tease the ‘valampurt’ conch carried by them" (1). “The 
forceful waves curl back and then run forward and dash against 
the beach so that the growing conches open their mouth and 
pour out their pearls" (2). “The waves like connected huge and 
dark mountains ceaselessly topple over the shore" (3). “The 
powerful waves like rain-bearing clouds draw in and dash against 
the beach with a roar calling in, with valampuri conches, the 
people" (4). “In the motion of the ships which have made possi- 
ble the amassing of many a treasure, the dance of the sea is seen”? 
(5). “The sea brings the conches, the oyster and the pearl and 
dashes them with force on the beach and with a roar resonating 
through the valampuri conches" (6). “Any number of ships are 
laden with many a treasure which inspire as with varied thoughts 
and the sea carries these ships pushing them on to move with a 
roar" (7). **A few forceful waves powerfully draw the things and 
thereafter dash against the beach with a roar as though straining 
the water with the ‘valampuri’ conches they carry” (9). 

Here we have a picture of the powerful Arabian sea carrying 
the ships to distant countries. It is surprising that GIC [set has 
given no such description of Negapatam or Pt. Galimere. The 
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mighty waves remind us of the activities of the Lord rising forth 
from the Absolute of an ocean blessing the world all through these 
activities, the pearls and conches and carrying the ships of all our 
efforts and dreams without realizing which we groan and moan in 
this world. 


'The poet has a vision of the Lord with the sea as the back- 
ground and exclaims, «O, Lord, Our father of Aficaikkalam, Lord 
of the beautiful gardens on the sea! You look like the ruddy 
evening heavens" (3):—a beautiful description of the setting sun 
being thus deified in the eye of the saint. Whatever confusion and 
commotion might have been in the heart of the poet, they have 
completely disappeared, leaving a calm and peaceful experience 
of divinity, the commotion and confusion being now seen only in 
the waves springing up from the quiet ocean — even here the 
commotion and confusion being really the play of the Lord, play 
intended for the benefit of the souls which because of their blur- 
E red vision speak of confusion and commotion and run away from 
these blessings in fright and ignorance. 


V 


E. The poet has experienced whilst singing this hymn a calm- 
E ness and peace of mind that he assures those who fall at the feet 
of the Lord with this garland of hymn of cool Tamil of ever increas- 
ingrhythm that they will also experience the ATE peace of mind 
without any agitations or confusions of mind. Everything now 
become Harmonious as music and whilst calling himself Nampi- 
SRG aN eie of the people of Nāvalūr, he describes that city 
9i Ibis letter vs Tesounds the musical rhythm of the 
cuu 4 oa ada a restraint and slow movement (10). 
-AE i ur d bes o ss à; 
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CHAPTER XCVII 


TIRUNOTITTANMALAI 


(Hymn 100) 


I 


This hymn is on the Best Lord — Uttaman — of Notittānmalai 
which is considered to be Kailās, the mountain of Notittan or the 
Destroyer (Wofittān has this meaning of destruction as established 
by Meikaņtārs usage in his Sivajfiánabhodam — Sūtram: l, 
Venpa: 4) ). According to tradition, this hymn was sung when 
God sent him a white elephant for transporting him from this 
world to the Kailās. The Kailās is not only the name of the 
mountain but also the name of the highest Heavens according to 
the Saivite mythology. Sivalokam, Rudralēkam and Paralēkam have 
all been mentioned by our poet. 


There are two sets of interpretations for these terms: One, 
which believes in Padamukti or Sūlēka, hoiding that the highest 
spiritual development and salvation consists in reaching this 
highest sphere. The others, who believe in Paramukti or Sāyujya, 
hold, the highest spiritual development is to become one with the 
Lord and they interpret the Sivaloka etc., as a spiritual state of 
Absolute communion with the Lord. This school of thought also 
speaks of a lower degree of spiritual development where souls 
reach a place of holiness and spirituality which is also called Kailas 
where Srikanta Rudra, one of the saved souls, given the power of 
rulership, resides to save the world. 


Unless one holds that Mampi Arūrar also believed in Pada- 
mukti and attained only what the other school of thought considers 
a lower order of spiritual attainment, it is difficult to understand 
this hymn literally. Rāmānuja”s philosophy interprets the poems 
of Ālvārs as holding out this Padamukti the highest state of spiritual 
development, though there are others who will controvert this 
position. The penultimate Aymn in Tiruvāymoli beginning with 
the word ‘Calvicumpu’ gives his vision of the reception which the 
Bhaktas get when they reach Vazkuņta or the world of Visnu. The 
whole universe is said to be happy and welcoming alone with the 
ysis and celestials, these Bhaktas entering through the gates of 
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Vaikunta to the great mantapam there. A reception, or rather 
something like that, is described in this hymn as having been 
offered to Ārūrar. 


If this hymn is thus taken as having been sung when the poet 
reached the heavenly Kailas, the last verse has to be interpreted 
as an address to the Lord of the Ocean to carry this hymn to the 
Cēra King and through him to the people of the world; for accord- 
ing to tradition Ārūrar did not know the Cera king following him 
on horse back. 

II 

If something more than padamukti is the ultimate goal of Sai- 
vism, this hymn has to be interpreted metaphorically signifying 
the great paramukti itself or a vision thereof. An elephant, and 
that a white elephant, is said to have been offered to Nampi 
Ārūrar. The elephant usually signifies two different things; One 
is the gross materialism leading on to the slavery of five senses. 
The other is the unperturbed absolute knowledge in the form of 

Praņava. By describing this elephant as being white, it is the 
latter interpretation that is suggested. The flaying of the elephant 
is the destruction of materialism while the story of riding on the 
white elephant represents reaching the state of spiritual develop- 
ment through the knowledge of Praņava. The contrast between 
the material and the spiritual is emphasized by our poet in the 
second verse: “Is it to get rid of your enmity with the elephant 
you have flayed, you had offered me this elephant on which the 
eternals of the heavens that circumambulate me have made me 
ride?" (2). 
The highest spiritual state is one of peace, self forgetful bliss 
ea in God end this aspect is emphasized by the epithet 
ROME ed MED) The beauty aspect of 
: ad and emphasized by the description of 
the Lord as ‘Alakan’ in the big heavens B) I ity and 
knowledge aspects are emphasized hy aie O ts por y à 
SPEADAUONGEP CAR UNO A erm ‘Vellai yānai ( ) 
ny Pu: ys of the world bein 
the 'Vefcima yanai? (16). The P EP ese gy Cr) e 
through higher and higher quo ri spiritual development 
kind of riding on the elephant and going ca pepe ut. 
heavens and earth ‘tremble in Sot g up the mountain. € 
xc TC CTS Tential love losing their old. 


. TRA in 1 2 S. 
‘ciramali yaar’ (8), where there js a ae "e TA Se an’ 
e word ‘cir 


which means not only the zenith of Spiritual perfection but also 
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the high head of the elephant. Our poet often speaks of ‘para- 
mallatoru vēlam” (4, 6), a phrase usually cited with reference to 
spiritual joy and bliss (Tiruvacakam: 22: 2) as something beyond 
what we could bear or control. This makes our suggestion that 
the elephant signifies a spiritual state, plausible. 


III 


Our poet also addresses his mind rhetorically interrogating 
it, *Alakánai arul purintatuntaramé?” (3). The heavens are said to 
welcome the rider on the elephant (1). The elephant is offered 
in the mid heavens far away from gross matter. It is not clear 
how this statement of the offer in the heavens has to be explained 
in the light of the usual version of the tradition that the elephant 
came down to earth to carry away Nampi Arirar. The deathless 
ones worship and go round the poet (2). The celestials are happy 
at the sight of this elephant-ride (5). “In the presence of these 
celestials the Lord who has always been residing in my mind has 
removed death and had offered me the elephant beyond my con- 
trol” (6). It has been offered so that the poet may not embrace 
destruction. He speaks of his coming on the elephant through 
the (established) path (7). 


The king of the seas bows down before our poet with his 
followers (7). This reminds us of Nammālvār's poem: “‘Alkatal 
alaitirai kai etuttātina”” : ‘the sea raised up its hands of waves and 
danced in joy’, thus suggesting the whole universe is happy at 
the spiritual development attained by the poet. Our poet also 
speaks of the reverential and loving tremble of the sea (7). All 
through the heavens or the various spheres of spiritual develop- 
ment there is the welcome to the poet which resounds long before 
he reaches the respective states. It is full of the sound of ‘Hara 
Hara’, of Agamas of songs of praises known to the Jūānsis and the 
sound of the Vēdas mixing with these (8). Indra, Visnu, Brahma 
and the beautiful Dēvas welcome the poet and for this consum- 
mation, the Lord has offered the elephant. The saints and seers, 
the great munis of mantra fame, so near the Lord, ask of Him, 
«Who is this?” and the Lord replies “He is our man, Üran" (9). 
Probably it is this which is responsible for the story that when 
the ysis enquired of Upamanyu, what that light appearing before 
them was which he was worshipping, this great master told them 
that the coming in of light was the returning of Ārūrar back to 
Kailas. 
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Vana is mentioned as leading (Valitara — Cintamani — V. 989) 
his march (8). It is probably the Vana who has become the 
Sivagana, to play on the pot drum whilst the Lord dances. * Varu- 
mali Vanan” (8) is the full phrase and that will mean one who 
lives rich in his offerings of blessings, a fitting name for the Lord 
begging for our love and feeling happy only when He saves the 
souls while at other times does not feel like living at all. 


IV 


“Onuyir vērtu ceytan” (1) — ‘the Lord separated the body 
from the soul”: that does not mean death; but signifies the con- 
ferring of a spiritual achievement where the souls become freed 
from the evils and sufferings of the body, a realization that the 
soul has nothing to do with this flesh. Therefore, when the poet 
speaks of the Lord exhibiting his body on the white elephant it 
must not be interpreted as referring to the corpse. In the jivan- 
mukta state, the soul reaches its communion with the Lord, thanks 
to the conferment of the white elephant of true knowledge. 


V 


In the presence of this flood of God’s Grace the poet looks 
very small and gives expression to his feeling of self-condemnation. 
**He created me. Realizing that, alas, what is it that I should sing 


unto His golden feet! He has counted me a dog as of some worth 
and offered me the elephant” (1). “I know no mantra. I, aslave, 
was intoxicated in my domestic life committing all faults and 


excesses, though assuming various forms of seeming beauty. He 
has offered me the beautiful elephant, O 


m ind! it within 
your capacity?" (3). *O, my heart! who zu BE M life! 
The Lord has transformed me, who Was caught till m thin 
the cruel fetter of karmas as a result of women. He has offered 
Ko us elephant" (4). *I was à deceit knowing TN how to attain 
His feet with flowers and with contemplation on Him, and bring- 
ing all my five senses in Concentration on Him Still, He has been 

^ 9 
he has removed my death and offered 


residing in my mind and 
the elephant” (6). 
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hereby the precious and blissful state of salvation — Kailās or 
Notittānmalai which goes on growing through aeons after aeons. 
This spiritual state he is singing in verses as swect as sugar, verses 
becoming famous all round. Our poet has with his heart praised 
the Mountain, with the sweet Tamil of seven tunes (10). 


The poet calls himself Mavala Ūran and as we mentionsd else- 
where he refers to his *Sundara Vétam’ (3) probably suggesting to 
the later age the name Cuntarar for himself. 


VII 


The hymn closes with the statement or with an address to the 
king of the ocean that these ten verses should be made known to 
the father of Aācai, Afcaiyappar, who is no other than the Lord; 
for, in the previous ymn our poet has addressed the Lord 
as Aūcaikkaļattaphann. In the universal vision of the poet where 
the whole universe is happy, he feels that the very waves would 
carry this news of his bliss to the very Lord who has conferred 
the bliss. 


ear et 
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VOLUME IV 
SECTION A 
RELIGION 


INTRODUCTION 


(1) 
I 


Nampi Ārūrar is a Saivite in the sense he worships God as 
Siva. The study of his hymns as revealing the progress and attain- 
ment of final spiritual or divine experience shows that he is a mys- 
tic. It is, therefore, difficult to define his creed and dogma. All 
the same, we learn from his poems certain ideals; certain means 
of attaining those ideals are referred to as prevalent in his time 
and as appealing to him. It is very difficult to identify his religion 
either as Kapalika s or Pasupata’s or for that matter with any other 
sect. As a mystic he refuses to be sectarian. The Tantric forms 
of worship have become popular by the time of our poet, and he 
refers to Agamas also. In his work, the 7th Tirumurai, there is 


one great hymn which is very significant. It is the hymn known 
as Tiruttontatiokat. 


a 
This Tiruttontattokai hymn is important for giving us a clear 
idea of the Religious and Philosophical views dear to the heart. 
of Nampi Ārūrār. It must be regarded that he has given the 
names of those saints of Saivism, who, he thought, had a message 
to give to the world through their lives. It is mic that, in this 
selection of DAMES, he must have been guided by Ue popularity 
cithe mame ai ones The lives of the saints described 


in this Ttruttontattokai hymn give i 
WES : a concret 3 the 
abstract principles of his Religi e representation of 


on and Philosophy. ‘Therefore, it 
pBesonss SES Study this hymn in aa tail, for arriv- 
ing at an estimate of Nampi Ārū etail, 1o 


give us an idea of religion, and 
wh 


E appealed to Ārūrar. 
ve to study the other poems 


hese ideas and pratices are 
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The Tiruttontattokai has been looked upon as the message, 
as it were, of Ārūrar. Nampiyāņtār Nampi, in his Tiruttontar 
Tiruvantāti, elaborates this hymn Tiruttontattokai, by singing a 
verse each on every one of the saints mentioned in the hymn, 
giving the details of the respective life of the saint. Cékkilar has 
composed his great epic of Periyaburāņam, giving the life history of 
these saints in the order in which the hymn Tiruttontattokai men- 
tions them. The great Sativa Siddhanta saint and philosopher Umā- 
pati Sivam has summarized this great epic in a few verses known 
as Tiruttontar Purāņasāram. The sculptures of all these saints 
are found in most of the great Saivite temples !from the age of 
Dārāsuram Temple. Therefore, we are right in searching for the 
views and ideals of Arürar's religion in this hymn. 


But our poet JVampi Árürar gives only the names and some- 
times the places of birth of these saints. For other details we 
have to go to the later day writers. The difficulty here is that it 
is not possible to conclude that all these details were also in the 
mind of Ārūrar while he sang the hymn. It is, therefore, neces- 
sary to find out how much of these detils could have been known 
to Ārūrar. A comparative study of these later traditions along 
with the references found in Arürar's other poems and in the poets 
who went before him is undertaken to arrive at the irreducible 
minimum of knowledge about these saints which Arirar could 
have had. 

II 

From a study of the details of these saints, details which we 
can attribute to Arurar, we have to arrive at the religious prac- 
tices and conceptions which appealed to Ārūrar. Itis found that 
the tenth verse of the hymn helps us here and the grouping there 
is, therefore, followed in all the references to these kinds of wor- 
shipin Arürar's poems themselves apart from this particular hymn. 


Gertain problems are raised with reference to this hymn, and 
they are incidentally discussed, so that the genuineness of the 
hymn and its proper significance may be brought out. 

III 

In the next part of the study, the significance of the concep- 
tion of Paramanaiyé Pātuvār as the Tamil mystic. poets of whom 
Ārūrar is one, is explained at length from ‘the point of view of 
Tamil and Tamilian history. This hymn becomes the national 
poetry ofthe Tamilians. To avoid any parochialism or narrow 

T. 118 
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partisanship, Ararar’s conception of ‘Appalum Aticcarntar’ is explained 
as his final and universal vision. 


The first study herein is the lives of the saints. The second 
part examines the religious ideals and practices which have ap- 
pealed to Ārūrar. The third, studies the peculiar method of wor- 
ship which Cekkilar calls *Arccanai pāttē ākum”! in relation to 
Tamil, Tamil Poetry, Tamil Mantras, Tamil Nationalism and Final 
Universalism of JVampi Arirar. In this part, to start with, certain 
problems relating to Tiruttontattokat are discussed and at the end 
his universalism is explained as yielding the fruit of his toleration 
of wider outlook, of harmony even with reference to Jainism and 
Buddhism which were considered by him as hostile to Saivism. 


(2) 
I 


A word may be said here about the lives of the saints of the 
Tiruttontattokat. 


Cēkkilār gives us the details of the lives of these saints in 
Periyapurünam, but this poet came nearly four or five centuries 
after Ārūrar either in the reign of Kulottunga II or Kulēttunga III. 
Therefore, itis not possible to assume that all these details form- 
ed the prevalent tradition even in the time of ampi Ārūrar. Cēkki- 
Tar states that he is closely following the stories or the details 
Pn by Namp yantar Nampi? probably referring to Nampiyantar’s 
Tiruttontar Tiruvantati. Even Nampiyantar Nampi came 0 nly m 
U Gesn s Dav poet Nampi Ārūrar lived in 
the 7th and 8th centuries (Gf, Age of Ārūrar by the present 
VOR S E Epigraphists state: “The stories of the 63 Saiva 
saints which must have been extant almost from the very period 


ek a xieuehed were compiled in an abbreviated 
orm by Namo: Andar Nambi in the time of Rājarāja I under the 
name Tiruttondattogai.' ijarāja I, under 


iāņtūr Nampi but by Nampi 
vantāti). The latter work is 
n is also made of the images 
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II 


In a few places, the description given by Ārūrar is not literal 
too according to the later tradition. The later tradition will be 
discussed at length but at this stage the fact of variation may be 
emphasized and explained.  Erifattar, according to Periyapuranam, 
carried a 'parašu” (a war-axe), but Arūrar describes him as the 
hero of ‘Vel (the spear) — laimalinta vēl Nampi Etipattar’.4 The 
saint Candésvara is described by our poet as using the *malw (the 
axe) —“‘ Tātai tal maluvināl ezinta ...... Canti”.  Periyapuránam des- 
cribes the metamorphosis of a stick lying near Candēśvara into an 
axe as soon as he touched it. 


Manakkaficarar cuts away the lock of hair of his own daugh- 
ter on the day of her marriage and Zrürar does not specify this 
story, but describes him a ‘Va//al’—the great munificent donor, at 
the same time emphasizing the fact that any gift given, was not 
given away in a moment of weakness, for, according to Ārūrar, he 
had the shoulders as strong as hillocks—‘‘Mala: malinta tol vallal 
Manakkaficaran’’ 6 


Tayan is a cultivator saint according to Cékkilar, but our 
poet describes him as the Tāya» of the scythe of completeness 
probably because it was the scythe of self sacrifice—''Hūcāta Vat- 
tayan’’.? Or, perhaps the ‘yal? is mentioned because he was a 


chieftain and a patron. 


Kalarirrarivār is described as famous for his cloud-like gifts; 
probably this was understood as referring to the story of Siva 
sending a minstrel or ‘Pana’ to Cēramāy. with a song requesting 
the latter to honour the minstrel with proper gifts—‘‘Karkonta 
kotaik Kaļarirrarivār”.* 

Cirappuli is described as “Ciirkonta pukal vallal**—the muni- 
ficent patron of excellent fame. Nothing more is said. Accord- 
ing to Periyapurāņam, however, he belonged to Akkur, whose 
residents were praised by Campantar in his innumerable verses 


4. 7: 39: 2. 
5. 7: 39: 3. 
6. 7: 39: 2. 
7. 7: 39: 2. 
8. 7: 39: 6. 
9. 7: 39: 6. 
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as great patrons and probably it is this which prompts our poet 
to describe Cirappuli in those terms. 


O $ j, sl Kn E 
Kurruva Nāyanār is described as '"drkonta vēl Kūrran > 10 


This saint was desirous of being crowned at Citamparam like 
the Colas. The meaning of the phrase ‘Arkonta’ is not clear. 


Does it mean that he himself assumed the laurel of *att? of the 
Golas? 


Naraciņkamunaiyaratyar is described as a true servant of the 
Lord—‘“‘ Meyyatiyan " Naracinkamunaiyarai yan" 33 


Kanampullar is described as having for his armour or protec- 
tion, the heroic feet of the Lord of the blotted throat— '* Karaik- 
kantan kalalatiye kappukkontirunta Kanampulla Nampi”. But the 


story in the Periyapurümam refers only to this saint burning away 
his own head (tuft). 


Ārūrar speaks of Poyyatimaiyillāta Pulavar, when he is enume- 
rating individual saints but Nampiyāņtār Nampi has taken this to 
refer tothe poets of the Gatkam age in which case it will be a 
reference to agroup of saints. Groups of saints are referred to 
in the 10th verse and, therefore, the reference to a group in the 
seventh verse is not in keeping with the scheme adopted by 
Ārūrar. Some have suggested that this may be a reference to 
Māņikkavācakar, whom, some, however, will bring down to the 


9th century A.D. i Cékkilar seems to describe this Poyyatimai illata 
pulavar as an individual, though not specifically. 


Arürar describes Ceruttunaiyar as the king of Taūcai* But 


ae HS of him as one belonging to the community 
cultivators— ēlā 3 
o elan kuti mutalvar”, but courageous enough to 


cut away the nose of the Pallav 
a ucen, w i ose, 
the flowers to be offered to a ; Who smelt with the nose, 


ināntā ; This is t iven b 
Nampiyantar Nami. One wonders w he story giv y 
significance of the term Taücaimannan 


hether after all, this is the 


i] 
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Genkaņār, the great Cola king, is described curiously enough 
as *Tennavanāyulakāņta Geūkaņār””.5 Ordinarily, the word 
Tennavan refers to a Pandya. As already noted, our poet is think- 
ing of the whole Tamil Land as a unity and in this sense calls 
Cenkanār, the Lord of the Tamil Land or the Land of the South. 
This interpretation is justified by the usage of the word Tennan 
in verse No. 8 of the hymn No. 38. 


Ārūrar mentions one ‘Catti and describes him as ‘Kalal 
Gattis and *Varificaiyarkon". This will make him a heroic king 
but in the traditional story given in Periyapuranam, he is said to 
belong to the cultivator’s community and he came to be known 
as Catti because he carried a weapon of that name. Catti is a 
proper name which has been assumed by several chieftains of 
the Tamil land of that age. We know of a Pallava Sakti; and 
Saktindtha is one of the hereditary titles assumed by the Lords of 
Munaippāti-nātu, Milātu or Cēti-nātu..5 One wonders whether all 
the saints mentioned in that line!® Kalikkampan, Kaliyan and Catti 
might not be chieftains. The Kalabhras are known as Kaliyaracar, 
and it may be suggested for consideration whether those names 
in which the term Kali appears may not be members of this 
family of Kalabhras or Kaliyaracar; Kalikkampan, Kaliyan and Kalik- 
kāmax (Eyarkow) are all names in which this Kali appears. Kaliyan 
is known to be the name of Tirumankai Alvar. But Kaliyan 
mentioned in Tiruttontattokai is according to Jampiyantar Nampi, a 
cakkiri, an oilmonger, working at the oil mill. It may be that 
this Kaliyan was also the chieftain or that the name Kaliyan came 
to be so popular that even oil mongers came to assume it after 
their kings. In this connection, we come across an interesting 
phrase “‘Viraiyak kal?" where the word ‘kali’ is used in the sense 
of *ānai? or order?? this sense must have grown up during the rule 
of these Kali tribes or Kalabhras. 


Kūrruva Nāyanār is said to be a Kalappalar according to 
Nampiyantar Nampi. Kalappalar are also considered as Kalabh- 
ras. Accutakkalappalar is known to literature; probably, he is 


15. 7: 39: 11. 
16. 7: 39: 7. 
17. 7: 39: 7. 
18. 120/1900. 
19. 7: 39: 7. 


20. Tiruttontar Tiruvantāti, V. 68; Kājpuli Nayanar Puranam, Ve 4. 
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the Accyuta of Buddhadatta. Mūrkka Nāyanār is described by 
Nampiyantar as Tiruvērkāttu Mannan; we hear of one Kali Mürkka 
Ilavaraiyan," who is also called Vali Vatukan. Though it may be 
a far fetched suggestion, one is tempted to wonder whether this 
Kali Mūrkkan was a descendant of Mūrkka, and Kalappalar are 
considered to be Kalabhras. Eyarkon Kalikkāma is said to bea 
member of the cultivators’ community and Kalappatar are found 
to belong to this community in later times. But the title Eyarkon 
should be given some significance. Eyar is the Tamilian form of 
Hēhayas as may be seen from Perunkatai.? Hēhayas are Jīdavas. 
In the Pallava age, the chieftains and kings trace their relatives 
to the Purāņic families and this may be one of such cases. The 
Vēlir are said to have come from «Tuvarai” and from this Prof. 


M. Raghava Aiyangar had argued that the Vēļir belonged to the 
family of y@davas. 


III 

All these are mentioned only to show how difficult it is to 
make out the history of these saints. Even Cēkkiļār gives precious 
little about some of these saints treating of them within five to 
ten verses. We can only conclude that Cēkkiļār has given us the 
tradition as it reached him. From this it will be very difficult 
to conclude that the same traditions obtained in the age of 
Nampi Ārūrar. Prof. K. Nilakanta Sāstry's remarks, in this con- 
connection, strengthens our conclusion: “Great as must be the 
authority of Nambi and his successors in matters of religion and 
theology in dealing (with Mr. Sesha Aiyangar) that the history 
involved in their interpretation of the Tiruttondattogai seems to 
be, much of it, wrong. The point is that continuity in religious 
tradition seems to be quite compatible with a break in secular 
historical tradition. For an illustration I may refer to the case 
of another saint in the list, Seruttunai who is spoken of as a king 
of Tanjore by Sundaramarti; Nambi makes no mention of his having 
been a king at all, evidently because in his day nothing was 


known about such a ruler of Tanjore; and a little later, Czkkilór 
in his Periyapuránam actually makes a 


of this king of Tanjore”. Vaisya (Vēļāņkuti mutalvar) 


21. 348/1914. 
22. Vattava Kantam, 8:44. 
33. The Pandyan Kingdom, p. 67. 


É 
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IV 


This line of argument puts us on our guard against assuming 
to other stories also as historical facts. Religious persecution, 
for instance, was never so severe in the Tamil country as in other 
lands. But the Tamilians compensated this by writing imaginary 
stories about such persecutions One such story is the impaling 
of the 8,000 Jains by Campantar; but there is not a whisper about 
it in any of the inscriptions of the age, and the number 8,000 itself 
in these ages makes this an impossible story. Cékkilar could not 
help mentioning this incident because by his time it had become 
an established tradition strengthened by the reference in Nampi- 
yāntār's verses. Whenever there is a story of cruelty we have to 
be therefore, on our guard in taking it at its face value. "There 
is a story of Kalarcinkan cutting away the hand of his own Royal 
consort after another saint Ceruttuņai has cut away her nose. 
Nampi Ārūrar gives one whole line for this king but says not a 
word about this incident. When names of kings are mentioned, 
we must take it that it had been done so because they patronized 
the religious propagation. It must not however be thought that 
there could have been no cruel act especially in that age of poli- 
tical confusion and incessant wars, justifying the use of force 
for protecting Saivism; for, Árürar himself mentions Camudesvara 
cutting off the feet of his father. It must be added that this is 
not an act of intolerance and act done by one who was lost in 
the thought of God. But the majority of the stories gives us a 
picture of the life of self-sacrifice and a life guided by the ideal, 
practised by even very ordinary men, under trying circumstances. 


V 


As in the case of other traditions, the stories of these saints 
also must have been developing from time to time. We may 
leave off these Purāņas later than that of Cēkkiļār. But from the 
inscriptions and the icons and paintings in the temples and from 
the works of Pattinattār and others till the age of Cēkkilar, we 
7 The Rājarājēceuram of Tanjore built 
We have therein the images 
crated,** in addition to 


could see this development. 
by Rājarāja I forms of a landmark. 


representing the story of Gaņģēša conse 3: 
the images of Nampi Ārūrar, Paravai, Campantar and Appar. 


: 24. SII., Vol. II, 29, 59 and 60. 
25. Ibid. 
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The images of the Bhairava, Ciruttontar, Venkattu Nankai and 
Cīraladēva—all relating to the story of Ciruttontar were made and 
consecrated.2s The paintings of the Cola age brought to light 
by Sri S. K. Govindaswamy Pillai of Annamalai University give us 
a few scenes from the life of Ārūrar and if.further examinations 
are made underneath the later paintings, more Céla pictures of 
the Saivite saints may be revealed. : 


VI 


We may now proceed to study these stories in the light of 
these references. Arirar sings of these saints in eleven verses 
and the Saivite tradition has grouped its study of these saints 
under these eleven groups and we may follow this method, to 
find out how much of these stories of the saints can be proved 
today to have been in the mind of Ārūrar when he sang the 
Tiruttontattokai. This is not to minimize the greatness or histori- 
cal value of Periyapuranam or Nampiyāntār Nampi Tiruttoņtar 
Tiruvantāti. Unfortunately, in spite of their historical research 
of a very high order they gave us only poetry which does not and 
ought not to tell us the historical evidences they had gathered. 
To those who believe as ardent Šaivites nothing more is needed. 
This study is intended for placing before the world, an objective 
study of Arürar' s poems—a world in which there are more non- 
Saivites than Šaivites. It is, therefore, necessary to give the irre- 
ducible minimum that we are sure must have been in the mind 
of Ārūrar, an irreducible minimum which is enough to give us 
an ideal of Ārūrar's ideals of religion which appealed to him as 
such from the lives of these great saints. 


“2 ka ee 191 ita AN oe 
Mam UC dureh sedi 


: 
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PART I 


A COMPARATIVE STUDY OF THE SAIVITE SAINTS 
THE TIRUTTOŅTATTOKAI 


CHAPTER I 


TILLAI VAL ANTANAR CARUKKAM 


I 


The Tiruttontattokai begins with the mention of Tilai Val 
Antanar. Nampiyantar Nampi praises them as those who do all 
the service to the Lord of Citamparam by right—"*Piratyaņinta 
tupparkku urimaittolil purivēr”. — Gekkilar praises them further, their 
tapas and dānam, their yajūa, their jāānam, mānam (honour), pati- 
ence and conguest of the mind, probably basing on the references 
to those Brahmins in Campantar’s hymns. According to Pertyapuranam, 
this beginning of Tiruttontattokai, ‘‘Tillai Val Antaņartam Atiyārk- 
kum Afiyzw" was suggested to Arurar by Lord Siva Himself. 
Cékkilar also mentions that they were 3,000 in number. For this 
statement he must have relied upon not only the tradition of his 
day but the reference to them by Ārūrar himself—‘‘ Muttatamuccantt 
mūvāyiravarkku mūrtti enmappattān”1— Their greatness consists in the 
continuous worship of Nataraja in the temple at Citamparam thrice 
a day’. 

II 


ss Tirunilakantatiuk kuyavanār”” is the second in the list of 
saints: Tirunilakantattuk kuyavanarkkatiyen”’ —l am the servant of 
the potter of Tirunīlakaņta —thus sings Arūrar. Nampiyantar refers 
to this saint renouncing the physical pleasures of his wife and 
becoming young along with her by the Grace of God after he had 
become old. His work suggests that Tirunīlakaņfar was the name 
of this saint. But there is a difference between the phrase “‘Tiru- 
nilakantak kuyavan”’ used by Nampiyantar Nampi and *Tirunilakan- 
tattuk kuyavaw" used by Ārūrar. Basing on this difference, Cekkilar 
accepted a tradition that this saint was so much impressed with 


1. 7. 90: 7. 
T. 119 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


946 RELIGION 


the message of the name Tirunilakanta that he was always uttering 
that sacred name. He tells us that once he went astray and his 
wife, therefore, swore on this sacred name so that he might not 
touch her. They, however, lived together but without any physi- 
cal contact. Siva came as a Sivayogi with an earthen bowl and 
left it in the custody of the saint who was.distributing such bowls 
free to Saivites. Siva made it disappear and demanded the old 
vessel without agreeing to take a substitute. He insisted upon 
the couple catching hold of each other’s hands and bathing in the 
tank and swearing that the bowl was really lost. The saint had 
to explain the incident which led to the resolution of himself and 
his wife not to have any physical contact. Therefore, they held 
a stick and bathed to come out only rejuvenated. This skeleton 
in their cupboard had thus been removed. It was thorn as it 
were in the unconscious mind. The confession made them whole, 
removing the lurking feeling of crime and shame. Arirar speaks 
of this saint as a potter and the service he had undertaken accor- 
ding to Gzkkilar was the free distribution of earthen bowls to 
Saivites. One may take it that this is implied in the description 
of this saint as a potter by drarar. His reverence for the name 
of Tirunilakantam as mentioned by Cēkkiļār is suggested by the 
description of this saint as Ttrunīlakaņtattuk kuyavanar. The mes- 
sage of this name had been discussed at length in our study of the 
swallowing of the poison by Lord Šiva. Nanacampantar has sung 
a hymn on Ttrunilakantam which suggests that he also cherished 
great love and reverence for this name3 One wonders whether 


the potter saint came after Campantar learning the sacredness of 
this name from this hymn. 


Ill 


lyarpakai Nayanar is the third saint, The description given 


by Ārūraris that he never sai 
i 2 said ‘no? or ‘I ha t—*Ilai ē 
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Such translations of the names of these saints as found in Sanskrit 
and Kannada works are not always correct. The word *tyal is 
found in Tēvāram? in the sense of rivalry. Probably it is a variant 


| form of the word ‘ikal in which case the name *Iyarpakai” will 


mean, one who conquers his rivals. The tradition found in 
Kannada and Sanskrit works describes him as a Dravidian king, 
thus strengthening our suspicion that many of the persons men- 
tioned in the Tiruttontattokat were kings and chieftains, the great 
patrons of Saivism.5 There is also another tradition found in those 


books which will support Cēkkiļār*s version that he was a Vatšya.* 


The place of his birth is given as Pukār or Kavirippimpattinam by 
both Nampiyantar Nampi and Cēkkiļār. One wonders whether 


of the saint knowing not the word ‘no’. 


IV 


| the tradition about giving away his wife might not have arisen 
on the basis of a forced interpretation of Arürar's line, *IWlatyē 
ennāta [yazpakai", when *illaiyē” was interpreted twice, once as 
‘wife? and again as ‘on’, What drūrar praises is the munificence 


The fourth saint in the list is ZJaiyankuti Mazar . “Ilaiyanran- 


kuti Maran atiyārkkum atiyen” — ‘I am the servant of the ser- 
vants of Maran of Ilaiyankuti, is how Ārūrar sings. ‘R’ is pro- 


nounced as ‘D’ 
is pronounced as 


even now, for instance, in Ceylon where sninra” 
‘ninda’ and this line of Ararar seems to have 


been read as ‘J/aiyanda Kudimaran’; and this is the form with its 


variant ‘Ilananda Kutimāra” 
Sanskrit traditions. Saivite ascetics were sometimes 
‘Andar and this mus 
misread Arirar’s line like this. 
name of a village, 
Haiyānkutimāran is found ‘[laiyamarangudi Matar’ 
tures in the temple at Dārāsuram.? 
village itself was called after this great saint. 
story found in Periyapuranam, 
his undertaking to offer food to Saivite 
on a rainy night in the form of a Sivab 


Mys. Arch. Report, 1925. 


4. 1: 108: 1; 3: 11: 1; 3: 106: 3. 
6 


5 
. Ibid., p. 6. 

7. Mys. Arch. Rep., 1925, p. 6. 

8. A.R.E., 1919-20, pl. 6. fig. 50. 
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gestion of his wife brought the corn he had sown in his field and 
used the bamboo rafters of his house as fire-wood for preparing 
the food. The word Maram is usually the title of the Pandyas. 
Cēkkilār makes him a Sidra. As officers under the king bear the 
names of their masters, our saint might have been an officer under 
the Pandyas if he himself was not a Pandya. In the sculpture at 
Dārāsuram, on the left side appears Siva on a bull with Parvati, 
representing the final scene of the story. Next to that we find a 
person seated before a tripod on which is the food served with 
reverence by a lady, i.e., the wife of Mārar. The right side portion 
depicts a man, that is Mazar bringing a load of corn which his 
wife is helping to unload on the ground. ampiyāņtār mentions 
the bringing in of the corn sown and the using of rafters of the 
house as fuel. But he does not refer to the wife of. Mārar 
whereas in the story of Cēkkiļēr, and in the sculpture she plays 
an important part. The Tillai in Tillaivà] Antaņar is applicable 
to Tirunilakantattuk kuyavanār also because the latter also is said to 
belong to Tillai. If this were so, one may not be wrong in taking 


the expression ‘J/laiyé enndta’ as a description of ‘Ilaiyankuti Maran’ 
as well. 


V 


The fifth saint is described by drūrar as “Vellumā mika valla 
Meypporul — “Meypporul who is very capable of conquering’. He 
is called “Meypporul Véntam and *Cētiyar Perumāw by Cēkkiļār. 
Cekkilár seems to suggest that he earned the title of Meypporul 
because he realized Meypporul or truth. * Meyttava vétamé 
Meypporut”” is what Cēkkiļār says in this Nāyanār Purāņam?. The 
inue Saivite form is the greatest truth. Itis because of this reali- 
annon (8 Sanskrit and Kannada works translate his name as 
Siddhirāja. An enemy of the saint knowing the latter’s devotion 
to the Saivite form and his Search for Agamas came in the form 


of a tapasvin pretending to car a 
a free entrance to the kin Ty a bundle of Āgamas. He had 


SS ). retiring room where he killed the 
tapasvin. One serv do coins prostrating at the feet of this 
murderer but the de Tattan seeing this, hurried to punish this 
Ganga TARE SS eee Prevented him saying that ‘he is 
of love and satyāgraha as op as real conquest through the path 


Posed to the conquest by sword and 
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hatred and Cékkilar emphasizes this by saying ** Meyttava vētamē 
meypporulenat tolutu venzür". It is the victory of humility, love 
and self-sacrifice in the name of the sacred form of Saivism. Nam- 
piyantar Nampi mentions all these incidents and an inscription of 
Rājarāja I states that an image was installed for this saint who is 
described therein as *Tattā namarē kanénra Milatutaiyar"J" He 
is a king of Cet? country. Milātu is ‘Malai Natw whose capital 
was Tirukkovalür. The name of the enemy is given as Mutta- 
nātan and some manuscripts of Periyaburāņam read *buy instead 
of ‘mu’, i.e, Buddhanātan for Muttanatan. It is possible on the 
basis of this reading that the Kannada and Sanskrit works describe 
him as a Buddhist feudatory of Sediraja-Siddharaja-Meypporul 
Nāyanār.!! 


VI 


The sixth saint is Viranmintar. Mintar must be the proper 
name, coming from the word ‘mintu’ meaning strength. ‘Viral’ 
means victory. Ārūrar sings, ‘‘Viripolil cal Kunraiyār Viranmiņ- 
tarkkatiyen" — ‘I am the servant of Viranmiņtar of Kunrai, sur- 
rounded by gardens’. His place is Kunrai. Nampiyantar Nampi 
states that it is Cenkunram whilst Cēkkilār is more definite in 
making it the Cerikunrūr of the Céra country. The description 
given by Arürar will suggest a victorious warrior.  Cékkilar will 
make him belong to the Vējā» kulam. He is said to have disap- 
proved of Ārūrar's not worshipping the Bhaktas before worshipping 
Siva, (We have to discuss more about this for fixing the occasion 
when Tiruttontattokai was sung) and he disapproved of even Lord 
Siva’s accepting Ādrūrār as his devotee. The principle was 
gradually becoming accepted that the worship of Bhaktas was 
superior to the worship of Siva himself. But Ardrar does not 
seem to suggest anything more than a victorious warrior or king 


serving Saivites and Saivism. The saint is called in the Sanskrit 


and Kannada traditions ‘Sangu Nayanar’ or Viraminda or Mereminda 
Nāyanār. It is not clear whether the name Sangu has any refer- 
ence to the ‘sanga’ or Bhaktas or whether it is a corruption of the 
place named Cenkunrir where he is said to have been born. 
Kannada and Sanskrit traditions will make it appear that he dis- 
liked Ārūrar because of his haughty indifference towards Saivities 


and of his love for prostitutes. 


10. S.Z./., Vol. IL, No. 40. 
ll. Mys. Arch. Rep., 1925, p. 6. 
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The next saint is described as “‘Allimel mullaiyantar Amar. 
nitik katiyén’? by Ārūrar — Y am the servant of Amarniti of the 
garland made of the petals of soft jasmine. ‘This said to belong 
to the Vaisya (Vanikar) community according to Cēkkiļār. Mullai 
garland is said to belong to the shepherd community by 
Naccinarkkiniyar in his commentary on Cintamani and the shepherds 
are considered to be Govai$yas in the later day tradition. Nampi- 
yantar makes Palaipürai as his birth place and JVallür, his place 
of Saivite activity. Cēkkilār in addition refers to a mutt construct- 
ed by Amarniti at Tirunallür. This saint is said to have been giving 
food and clothing to the worshippers of Siva and that one day 
Siva coming in the garb of a Brahmachari left a ‘kaupina; or a loin 
cloth to be kept under safe custody and to be given back after 
his return from his bath. The loin cloth disappeared mysteriously 
and the Brahmachári insisted upon on equal weight of cloth or 
articles. Everything Amarniti had, could not equal the weight 
of the loin cloth and saint had ro weigh his wife, his child and 
himself to equalize the pans thus becoming the slaves of the 
Brahmachāri. Nampiyantar speaks of only the wife and the saint 
being weighed. A sculpture found at the Palaiyātai temple, a 
photo of which appears in Mr. C. K, Subrahmanya Mudaliyar’s 
commentary of Periyapurāņam Vol. Y; opposite to p. 684 represents 
the story of weighing and wherein the wife is found carrying a 
son as stated in Periyaburāņām. The name of the s 
Amarrāti in the Sanskrit and Kannada works! suggesting the niti 
or justice of the Devas. Tt is not possible to read the verse of 
I uus diui wil mean the justi 
ehea teat Bese Pete cs wished for. The story of this 
Become dead ae ee with the loin cloth at Nallar and 

Jā of the Lord to be saved in the end 


was known to Appar and must h 
La 3 ave been kno Dei 
the weighing is not referred to: wn to Ārūrar, though 


aint is found 
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| 

| The next verse in Tiruttontattokai starts with the description 
of Eripattar, “Ilaimalinta vēl Nampi Eripattark katiyen” — ‘I am 

1 the servant of Eripattar, the lord of the leaflike spear’. Nampi- 
Jāņtār gives a story that the saint slew the riders of the elephant 

| of Pukaļaccēla when he heard thatit had snatched a flower basket 
from the hand of a tapasvin1 Eripattar's place of birth is given 

as Karuvūr. This is on the basis of Mampiyantar Nampi making 
this saint a contemporary of Pukalccéla who is said to have died 


at Karuvūr and according to  Arürar, *Poļirkaruvūrt 


Cékkilar has really made a wonderful story of mental and 
spiritual development out of the two remarks found in two different 
verses of Nampiyantar, thereby showing that the glory of Eripattar 
did not consist in his slaughter of the elephant and riders but in 
his final attempt at self-conquest inspired by the glorious example 
of Pufalccola. But all this is not clear in the hymn of Ārūrar: 
whereas Cēkkilēr will have Briģattar wield his battle-axe, Ārūrar 

] speaks of only the spear. The description of Ararar amounts to 


nothing more than that of a Virabhakta. 
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Pukalccēlarkkatiyēn””. In the verse describing Pukalccola’s great- 
ness Nampiyantar states that the Cola had handed over his sword 
to Eripattar thus earning the epithet Pukal. The name of the Sat- 
vite whose flowers were snatched by the elephant is given as 
Civakimiyantar by Cékkilar, who explains the story in a connected 
form. Cēkkiļār makes Eripattar kill not only the riders but also 
the elephant, the Pattavardhana, But when the Cola came on the 
scene, he felt that no Saivite could have been in the wrong and 
that Eriģattar must have saved a greater calamity by killing the 
men and the elephant. He thought that he himself ought to have 
been punished and therefore handed over the sword to Eripattar 
with a request that be himself might be killed by way punish- 
ment for all that had happened. The wild Eripattar was so moved 

by this act that he became a convert to the faith of self-sacrifice. 


dca 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


952 RELIGION 


We can in this connection take up for consideration the story 
of Pukalccõla. Ārūrar describes him merely as ‘‘Polir Karuvürt 
tuāciya Pukalc cēlarkkatiyēm”” — ‘I am the servant of Pukalc- 
cola who died in the garden city of Karuvar. He describes him 
as the 41st saint in his list. Students of Gankam literature know 
that the kings were sometimes differentiated by reference to the 
place of their death. Such a practice seemed to have continued 
during the age of Ārūrar as well. That is why the poet speaks of 
Pukalccola who died at Karuvūr of gardens. This will suggest 
that during the troubled times of the Kalabhra interregnum, the 
Colas had to migrate to Karuvūr of the Céla-Kérala Mandala. 
Nampiyāntār Nampi, as already pointed out, does not mention 
anything more than this Cóla handing over the sword to Eripattar 
as the true fame of this king (50). But Cekkilar makes Uraiyür 
his place of birth, the old Cola capital, and makes him go to 
Karuvūr for receiving the tributes from his feudatories when the 
story of Ēripattar takes place. He leads an expedition against 
Atikan, who failed to pay tribute. The king saw amongst the 
heads of the defeated people brought before him one head of a 
Šaivite devotee with the usual braided hair. He considered that 
this was the greatest sin that the king could commit, viz., killing 
a Saivite devotee probably a Šaivite ascetic; and as a penance he 
burnt himself away in a fire specially prepared. *Karuvūrt 
tuñciya ordinarily may not mean burning oneself away to death 
unless the reading was, “Polit karuvart tit tufciya". If there was 
any such reading Nampiyantar Nampi would have given a different 
version. Perhaps Cēkkiļār learnt some details of Pukalccola Naya- 
nar from the traditions prevalent in the Konku country. In the 
zs (R STOR is a sculpture with the inscription, 

pis MEUS gives the story as described in Periya- 
puraņam. On the right hand Side, there are three men holding 


swords in their right hands; Probably these were the soldiers Or 
commanders who went to war against Atikan 


; ; £ Next to them in 
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reach Kailas, in the Kannada and Sanskrit works Siva intervenes 
to save him from the fire It will be very difficult to prove that 
the development of the story which must have taken place only 
after the age of Nampiyantar Nampi could have been in the mind 
of Ārūrar. 


The Kannada and Sanskrit works give the name of Eripattar 
as Iripattunayanar, Iribhakta and Virabhakta; the king is variously 
named as Manuchēļa, Anapāyanayachēla and Pogalchola.^ 


II 


The ninth saint in the list is Ēnātināta Nayanar, Ārūrar sings, 
“Enati nātanran atiyārkkum atiyēn”” — ‘I am the servant of the 
servants of Ēnātināta”, giving no further particulars. ampiyāņtār 
Nampi states he belongs to Eyini which Cékkilar identifies as 
Eyinanūr, a fortified old city in the Cola country. ampiyāņtār 
calls him ‘flakkula tipa — the light of the Ila community. Tla 
means Ceylon. One wonders if he has anything to do with 
Ceylon. But Cékkilar makes him Zlakkulac cāntār, which term is 
interpreted as referring to the toddy drawers. He is made to 
teach the princes, the art of sword. Aticéra, his agnatic relation, 
became envious and challenged Ēnāti for a duel. The saint ac- 
cepted the challenge and he was about to win when seeing the 
ashes on the head of his enemy which the latter purposely dis- 
closed at the proper juncture, Ēnātināta allowed himself to be 
killed pretending to fight to the end, so that no blot might fall on 
Aticūra whose head was shining with the sacred ash, Enati was a 
title given to the heroic or victorious commanders from the time 
of the Tamil Cankam by the three great Royal families of the 
Tamil land. This Ēnātināta must be one of such recipients of the 
title. Since Ārūrar does not mention anything further, one may 
not be wrong in assuming that he was one of Ērāt title holders 
of his time. Mēnavamma, from the Ila country or Ceylon, we 
know from Mahavamsa, had been at the Pallava court and also 
was commanding an army to help Narasimha as against the ruler 
of Vatapi. One wonders whether drūrar was referring to one 


such commander. 


3. Mys. Arch. Rep., p. 9. 
4. Mys. Arch. Rep., p. 7. 
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The next saint, the tenth, is XKayņabbar and Ārūrar sings, 
*«Kalaimalinta cir Nampi Kannapparkkatiyew’’ — ‘I am the servant 
of Kannappar, great for his knowledge’. Arirar has referred 
to Kannappar in other places as, * Kanaiko] Kannappan’’,> one who 
wields the arrow; “‘Jtanta Kaņņappan”,6 where the story itself is 
expresed in the phrase that he scooped out his eye and fixed it on, 
probably in the eye of the Lord. In these two places, he says the 
Lord had blessed him with His love and therefore Ārūrar himself 
came to beg for God’s Grace. In a third place,’ he just mentions 
the name. Kaņņappan in enumerating a few Saivite saints whose 
mistakes God considered as good acts and states that this policy of 
the Lord had brought him to take refuge in Him. The bad act 
that could be attributed to Kannappar could only be his hunting 
the animals and feeding the Lord with animal food.  Nana- 
campantar refers to Kannappar worshipping with his mouth itself 
as the water pot, and the eye which he had scooped out as the 
flower. In the llth Tirumurai, we have two songs called ‘ Tiruk- 
kannappa tévar tirumaram’, one by JVakkirar otherwise known as 
Nakkšratēva Nayanar, and the other by Kallatar. The very name 
‘maram’ suggests to us the age of 96 prabhandas which came into 
vogue when Pannirupattiyal was composed probably in the post- 
cankam age. Nakktrar describes the cruel aspect of a hunter’s life 
with his body full of wounds received during his hunting expe- 


ditions. Kannappar went to worship with the water filled up i! : 
his mouth, flowers filled in his tuft of hair, carrying the bow in 
his hand ready for use and bein 


8 followed by a dog. He mentions 
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cribes the various ornaments a hunter would wear. Kaņņappar per- 
formed the same kind of worship as described by Nakkirar. Here, 
the name of the Brahmin is mentioned as Kocari.. Wakkīranar 
will make Kaqmuappar scoop out both his eyes for curing one of 
the Lord.  Kallatar makes him first scoop out and place his eye 
on the right eye which alone was first bleeding and then Scoop 
out the other eye, only when the hunter found the other eye also 
was bleeding. ampiyāņtār Nampi only speaks of Kaņņappar 
removing his eye to be placed on the Lord’s eye when he found 
it bleeding. 

The story of Kannappar had appealed to such great saints as 
Mānņikkavācakar and philosophers like Sankara.  Cēkkiļār with 
these hints had made a beautiful story of Kamnafpar's mental 
development. He represents Kamsappar as a beautiful person 
and makes him the very form of love which is usually born of 
true knowledge, thus interpreting in his story Arirar’s reference 
to Kannappar as ‘‘Kalaimalinta cir .Nampi?. The name of the 
Brahminis given in Periyapurāņam as Sivakocariyár (135). Kannappar’s 
worship is reduced to the short span of six days (166). He does 
not describe the dog in detail but he refers to the foot prints of 
the dog in the speech of God in the dream of Sivakocariyar (138). 
He follows Kallātar in making both the eyes of the Lord, bleed. 
In this story, unfettered and unconventional love is contrasted 
with the love and worship according to Āgamas, and the story 
emphasizes that the former is better than or as good as the latter. 
The Kannada and Sanskrit traditions will make Kannappar not only 
«Nētrārpaka', what is merely a translation of the name Kannappar, 
but also a ‘Mukkanna’, for, it is said there that Siva had given him 


three eyes.1° 
IV 


The llth saint is Kunkiliyakkalaya Nāyanār, whom the Sanskrit 
and Kannada traditions describe as Kankulinayanar or Gugguliya. 
According to these traditions, he was too poor to purchase and 
burn the *Aurikiliya' (incense) before Siva and that he had to sell 
even the sacred necklace of his wife. In addition to this, Nampi- 
yantar Nampi mentions that he straightened up the Sivalinga which 
had fallen down at Tiruppanandal.™ He gives Kataviir as the birth 


9. Kallatar-Maram, 1.24. 

10. Mys. Arch. Rep., 1925, p. 7. 

ll. 'cāynta may mean either 
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place of this saint following Ārūrar who says, ‘‘Katavaril Kalayan- 
ran atiyarkkum atiyen" —*I am the servant of the servants of Kala- 
Jan of Katavür. In the story as given in Periyapuranam, this saint 
became rich after the sale of the sacred necklace (tali) of his wife. 
Siva told the saint’s wife in a dream, of the riches. In Cekkilàr's 
story, the Gēla king of his times tried his best to straighten up the 
liga but failed in spite of the numerous elephants he used whilst 
the saint came there and straightened the linga with a rope attac- 
hed to the linga and which passed round his neck also. Campantar 
and Appar according to Periyapuranam were his guests. The Kannada 
and Sanskrit traditions, as already mentioned, describe only the 
service of his burning the incense and perhaps this was the older 
tradition. 
V 
The 12th saint is Mānakkaūcārar and Ārūrar says of him as, 
“Malai malinta tol vallal Mānakkaīīcātar”— Mānakkaticārar, who 
was a munificent person and who had shoulders as strong as hil- 
locks. Nampiyantar Nampi calls his place of birth as "Kaūcai", 
which Cekkilar identifies as Kafcürür, the modern Anatántava- 
puram (Ananda Tandavapuram). This will suggest that the name 
of the saint was derived from his place of birth. Kaūcāran means 
the man of the city or village of Kacaru. 
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Sanskrīt traditions describe him as a Cola king, Mānakanjanadīsa. 
Probably he wasa chieftain of the part of the Cola country full of 
love for Saivites. 
VI 

The 13th saint is Arivattaya Nayanar. Ārūrar's words are, 
“Encata val Tayan atiyarkkum atiyén?—‘I am the servant of the 
servants of the never decreasing Val Tayan’. One would ordi- 
narily interpret the word 'vi/ as sword and thus Tāyan would 
appear a warrior chieftain, a patron of Saivism. ‘Val? is however 
taken to mean the *arivā? or the scythe, which, by its harvest, ever 
increases the wealth and happiness of a country as opposed to 
the sword which kills and reduces the number of living people. | 
Or, *eūcāta” may be applied to Tayanx himself when we will have 
to interpret the word Tāya» as one who is like the mother unto 
all. It must have become a proper name. WNampiyantar Nampi 
gives the native place of this saint as Kamamankalam, which 
Cēkkiļār identifies with a village of that name in the Cola country. 
According to Periyapuranam, the saint belongs to the Véelan com- 
munity. Whilst the saint was carrying the food for Siva, it fell 
down and he not only swore that if the Lord did not partake of 
the food he would cut away his head but also proceeded to behead 
himself with his scythe. Thisis all that Mampiyantar has to say. 
Cékkilar explains the full story in detail. The saint first under- 
took to feed the Lord with precious rice (cennel), red greens and 
tender mango. He sold away his land; he worked as a cooly 
later on for carrying out this undertaking. He had to live on 
leaves and then on water alone. It was because of this his wife 
and he fell down when they were carrying food and other articles 
of worship to the Lord. As usual with Gēkkilār, the wife of the 
saint is found to co-operate in the service of the Lord. Whilst he 
was trying to cut away his head, the saint heard the noise of Siva 
eating of the mango and felt the Lord’s hand preventing him 
from his suicide. The omnipresence of God, His receiving the 
worship at any place, and in the custom of offering of rice, herbs 
and mango are all brought out in this story. The Kannada and 
Sanskrit traditions give his name as "Arivāļ tonga nayanar’ or "Sati- 
kuladaya’ which latter expression is simply a translation of ‘arivā} 
(scythe) and a corruption of the name Tàya. 

; VII 

The 14th saint is Avaya Nāyanār. Ārūrar sings, “Alaimalinta 

punal mankai Amayarkkatiyzn" —'l am the servant of the cow- 
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herd of Mankai, great for its waters full of waves or ripples’, 
Ānāyan means a cow-heard and it is translated into Kannada and 
Sanskrit as Gonatha. They also give another name, Ghokkanāyanār 
which suggests that there must be a tradition that the saint's 
name was Cokkan. - Nampiyantar Nampi makes him a resident of 
Punalmankalam of Mēlmalanātu, which Cēkkilar says is in JVirnátu or 
Cola country. Nampiyantar makes him worship Siva playing on his 
flute. Cékkilar makes this saint, whilst grazing the cow, play 
the ‘Paficaksara’ mantra on his flute, and brings out the importance 
of music in Saivism. 
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CHAPTER III 


MUMMAIYĀL ULAKANTA CARUKKAM 


I 


The third verse in Tiruttontattokai starts with the phrase, 
** Mummaiyàl ulakāņta”” and the first saint described in this verse 
is Murti Nayanar, the 15th saint in the list. Adrarar sings: 
“ Mummaiyàl ulakanta Mūrttikkum atiyén’? — ‘I am the servant of 
Mürti, who ruled the world with the three’. This makes it clear 
that the saint must have been a king. Saying that he would 
prefer death to conversion to Jainism, this saint rubbed away his 
elbow for preparing sandal paste for God and ruled thereafter 
the world from Maturai. This is all that Nampiyāņtār says about 
this saint. Cékkilar gives greater details which throw some light 
on the dark period of the Kalabhra interregnum mentioned in the 
Vēlvtkkuti grant when the Pāēņdyas ceased to rule at Maturai. 
Murti, a Vai$ya, belonging to the merchant community, used to 
offer sandal paste to the Lord. There was from the north an 
| invasion of the city by the ‘Vatuka Karunātaka king! who was 
suffering from land hunger. The usurper was a Jain and perse- 
cuted the Saivites so much that Marti found it impossible to get 
even a piece of sandal wood. He used his own elbow to rub on 
the sandal stone. The usurper died. The elephant sent out to 
pick up a king brought Marti on its head. ‘Mummai’ or ‘the three’ 
with which Marti ruled the world are explained as the sacred ash, 
the rudraksa, and the matted hair. This shows a period of Fain 
and Saivite opposition which was unknown in the days of Cilap- 
patikāram. The Sanskrit and Kannada traditions call him Marti- 
natha and Ulaghandamarti; the latter name must have been taken 
from Tiruttontattokai. According to these traditions, he was a 
Saivite Brahmin who drove away an Andhra Buddhist usurper from 
Madura to Karnāta country. Budddhism instead of Jainism opposes 


Saivism in these traditions. 


II 
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Pukalūr Varttamanéccuram refers to this Murukan.! He adorns the 
Lord of this temple and people seeing it become full of joy. 
Siva is the Lord of those sweet smelling flowers which Muruka 
has placed on his crown adorning the Lord thrice a day. Accord- 
ing to Periyaburāņam he disappeared with Nānacampantar to attain 
salvation at the marriage of the latter being his friend and con- 
temporary. Wampiyāņtār Nampi refers to this friendship and to 
his adorning the God with flowers in addition to his uttering the 
Paicaksara. He was a Brahmin. He must have been an archaka 
in the Varttamanéccuram temple at Pukalūr. The Sanskrit and 
Kannada traditions, in spite of the clear references in Campantar’s 
hymns make him a Sidra Saivite. 


III 


The 17th saint is Rudra Pasupati Nayanar. We had already 
referred to Arürar's reference to him along with Muruka Nāyanār, 
probably because both of them belong to this Brahmin commu- 
nity. The description itself suggests that his proper name was 
Pa$upati and that he recited the Sri Rudram of the Yajur Vēda, 
thereby showing that Vēdic worship had also become part of 
Saivite worship. Nampiyantar Nampi states that the saint was 
born at Tiruttalaiyur which according to Cékkilar is in the Cola 
country. It is the recital of Sri Rudram that Sci mentioned by 
Nampiyantar Nampi and Cékkilar as the greatness of this saint. 
The Sanskrit and Kannada traditions speak of him as one who- 
pleased Siva with his sweet chanting of the Rudra hymn. 


IV 

V The 18th saint is Tiruálaibpovar Nāyanār. Ārūrar sings, 
Ras „Tirunālaippēvārkkum atiyén” — * am the servant of 
him who will go straight tomorr This is the saint who was 
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he was an untouchable, Nampiyāņtār refers to this saint as a 
‘purattiruttontan’—‘the Saivite follower who was beyond the pale 
of the castes’. He also refers to his ‘pula? (untouchability), that 
is, being a member of the untouchable community living on cow. 
By the Grace of God he became a ‘muni? (saint or sage). His 
native place was Ātanūr, which Cékkilar identifies with the village 
of that name in Mērkānātu, in Nirnatu, t.e., Cola country, on the 
banks of Kollitam (Coleroom). Cékkilar makes him give hides 
for the drum and strings for ‘vina’ (harp) to the temples. At 
Tiruppunkür, the Lord ordered Nandi to move aside so that this 
saint could have a direct view of the linga. The Lord intervened 
on his behalf to fulfil his desire of having a vision of the Tillai 
dance. The Lord appeared in a dream to Tillai Mūvāyiravar and 
they prepared a sacrificial fire into which the saint entered to 
come out as a purified ‘muni’ to enter the hall of Tillai dance only 
to disappear into the ‘akasa’. If this story is true, Arürar will 
not be justified in saying, 'Nālaibbēvānum...kur ram ceyyinum 
kuņamenak karutum kolkai kantu” because he would not have com- 
mitted any fault if he had entered the temple as a purified muni. 
Nampiyāņtār Nampi who states that the saint had become a muni 
does not mention anything about the entrance into the fire. The 
Sanskrit and Kannada traditions call him *Tūrunāļ popar’, *Tirunāļ 
vovar’, which are all corruptions of the name Tirundlaippovar and 
they also translate the name as ‘Svogantri’. These traditions do 
not state anything beyond that this saint though a chandala, 
Pleased Siva with his devotion. They give his proper name as 
Nanda which is also found mentioned in Pertyaburāņam.*a In the 
Vaisnavite tradition Kulacēkarālvār who is said to have been always 
Saying that he will be going and seeing Ranganātha (I will be going 
and seeing Ranganātha tomorrow). This idea of ‘ Tirunalaippotal’ 
seems to have been popular in the world of Bhaktas. The sculp- 
tures on the southern wall of Dērāsuram represents the story of 
Tirunalaippovàr as preserved in Periyapuranam. On the right hand 
corner stands a person with a beard and a moustache and with 
the cloth tied round his waist reaching to his knees and his hands 
held in a&jali pose. There is something like a pillar on his right 
hand side. This is probably JVandamar before he entered the 
Sacrificial fire. To the right of this pillar we find the fire with its 
flames inside which appears Vandanar with the hands held in the 
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afijali pose and with the beard, but in addition with a matted 
hair tied up in the form of a cone-like crown. The look in his 
face is serene as opposed to the look of humility visible on the 
figure which we had identified as Wandandr before purification. On 
the right side of the fire stand two men new and on the left one 


man, all standing with hands held in afjali pose probably repre- 
senting the Ttllaimūvayiravar.* 


V 


The 19th saint is Tirukkuripputtontar. Ārūrar's words are 
“*Tirukkuripputtontartam atiyarkkum atiyén’’—‘IT am the servant 
of the servants of him who serves knowing the mind of the Lord 
or the mind of the Bhaktas’. The word ‘Tiru’ is used by Arürar 
with reference to *Tirunilakantar, Tirunalaippovàr, Tirukkuripput- 
toņtar, Tirunāvukkaracar, — Tirumular, — Tirunilakamtattup pānar, 
probably in praise of the idea conveyed by the word following it 
in all these names. (Cēkkiļēr explains this word Tirukkuripput- 
tontar as refering to this saint because he served the Šaivite 
Bhaktas, intuitively knowing their mind (v. 112). This must 
be one of the ideals of the Saivites of that age. When we come 
to the story of this saint we find it represents a very restricted 
sphere of this kind of activity. Nampiyantar Nampi stats that 
this saint swore that if the rain did not stop so as to enable the 
clothes to be washed and dried, he would die dashing his head 
against a stone. Nampiyantar Nampi makes him a resident of 
Kacci and a member of the Ēkalaiyar community or a washermen. 


According to Cēkkiļār this saint undertook to wash the soiled 
garments of Saivites, free. 


i i ` ; An old Saivite, no other than God 
Siva Himself came with a dirty rag which the saint offered to wash 
and return before sunset, 


X i : A heavy downpour of rain prevented 
this promise being fulfilled, when the saint dashed his head 
against the stone on which 
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the stone. The Darasuram temple has a sculpture representing this 
story. On the right side, we have probably a Saivite Bhakta with 
a walking stick in the act of giving something probably a cloth. 
He is clothed from the hip to the heels. In front of him stands 
Tirukkutibputtontar carrying the cloth on his left shoulder. He is 
almost naked but for his loin cloth thus showing his inferior 
status. On the left hand, we find him standing and washing the 
cloth on a stone. On his right and above his head we find the 
heavy rains. On the right side of this representation of rain we 
find the saint dashing against the stone and we see a hand pro- 
bably that of Siva preventing this act. 


VI 


The 20th is Candēšvara Nayanar: the name is also 
found in the forms Candééa and Tantica. Ārūrar refers to him as 
Canti and some editions contain the form Tanti also. CandéSvara 
plays an important part in the Agamic worship where at the end 
of daily worship all the *nirmālyas” are offered to Candésvara. The 
cult of Candésvara with many forms and sometimes with his Sakti 
is found well developed in the Agamas (kāmikāgama). The receipt 
of the mirmálya is considered to be the peculiar characteristic 
feature of CandéSapadam. Nānacampantar describes the story of 
the saint.6 


“Vanta manalal ilinkam manniyinkan palattum 
Cintai ceyvon tam karumam tērntu citaippan varum at 
Tantaitanaic cātutalum cantican enzarulik 
Kontanavum malar kotuttān koliliyem perumānē”. 


He made linga of sand and poured milk over it. His mind 
was concentrated on it. Realizing this wasteful act, his father 
came to prevent it. The saint dashed against him. The Lord 
made him Cantica and gave him the bunch of flowers”. 


Mānikkavācakar explains:  ‘‘Patakamé coru parriyava tēņēk- 
kam”? ‘the sin itself had become the veritable nourishing food of 
enjoyment’ — another illustration of the doctrine of Grace. The 
saint was so much concentrated that he had no other thought and 
Temoved the obstacle to his worship in the twinkling of an eye. 


5. A.R.E., 1919-20, Pl. 6, fig. 48. 
6. 1: 62: 4. 
7. Tiruvacakam-T iruttonokkam, 7. 
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“I have come to separate, not to unite, to separate the father 
from the son”, says Christ. It is this that has happened in the 
story of Gaņdēšvara. Ārūrar, as already referred to, speaks to the 
Lord enjoying the faults of the saints like Candi, Tirunalaippovar, 
etc.8 To still further minimize the outward cruelty, Cēkkiļār men- 
tions that Caņdēšvara threw out only a stick lying nearby so as to 
become a battle-axe. Ārūrar, in Tiruttontattokai, describes Can- 
dēšvara in one half of a verse, an amount of space which he does 
not give to any other saint: 


** Meymmaiyē tirumēni valipatà nirka 
Vekuntelunta tātaitāļ maluvināl erinta 

Ammaiyān aticcantip perumanuk katiyen 
Ārūran Ārūril ammanuk kale” .? 


«He was worshipping the sacred form, truly and sincerely 
whilst his father came upon him full of anger. Canti, the servant 
God, threw the axe at the leg of his father". Ammaiyan’ may 
mean the wonderful person or the beautiful person or the Lord 
of the other world, ie, the Candésvarapada. Nampiyantar Nampi 
makes him a native of Czysialür and a member of the highest com- 
munity. According to him both the legs were cut off whilst Can- 
dēša continued pouring the milk over the Lord and adorning him 
with flowers. Gekkilar identifies this Cēyūlaūr as the village on 
the southern bank of ‘Manni’, a river in the Cola country and 
tells us that this place was called Gēyūalūr, after Cēy Subrah- 
manya. It is one of the five cities where the Colas used to be 
euovsenea S Itisa city of Brahmins, | Gandésvara C of Kasyapa 
Gētra and a son of Eccatatta or Lajūadaita, the father and Pavitra, 


his mother. Even when he was young he could not bear the 
cow-herd beating a cow. 


his place, 


8. 7:55: 3 & 4. 
9. 7:39: 3. 
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linga of sand. The saint’s mind was all engrossed in the worship 
and he could not feel the beatings administered by his father. 
The enraged father dashed his leg against the pot of milk reserved 
for worship. This was an unpardonable sin and the saint could 
not excuse him though he was the father. He took up a stick 
lying nearby and threw it out as an axe to cut the legs which 
was the punishment he deserved. As though nothing had hap- 
pened the saint was doing his pūjā. God was so moved by the 
detached mind of the saint that he undertook to be the father 
thereafter and offered him the Candésapada crowning him with 
the laurel of *konrai', removed from His own crown. The father 
also became purified by the touch of the stick which the saint had 
held in his hand. The Darásuram Temple represents this story 
in one of its sculptures, inscribed under as 'Céy&alür Pillaiyar’ 
on its wall. On the right side, there is a man with the face in 
an angry mood throwing up his hands and dashing against some- 
thing with his upraised leg. There are two cows showing that it 
is the grazing ground. In the middle of the picture we find a 
Brahmin boy with sacred thread holding up the axe in his right 
hand and catching hold of an old person with his hand. The leg 
of the old man is found cut. At the left hand corner of the pic- 
ture Siva and Parvati are seated whilst Siva adorns Candésvara 


beneath him with His konrat laurel. 


In the Czy&alür hymn, Campantar refers to Camticar in his in- 
terrogation: “O, Lord of Céyaalar! Why did you give the leader- 
ship with a garland to him who had cut away the leg of his 
father?”12 Probably from this it was assumed that Gaņtīcar belong- 
ed to Céynalur. Appar gives more particulars about the kind of 
worship the saint had performed. The worship was performed 
under an ‘dif? tree. In many places, Appar speaks of the saint 
milking the cow straightaway and bathing the Lord with the 
milk.3  Campantar seems to suggest that Canticar gathered the 
milk in a vessel,!4 which the father upset allowing the milk to be 
spilt.!5 But in another place, Campantar seems to suggest that 
the father’s leg almost dashed against the crown of the linga — 


11. A.R.E., 1919-20, Pl. VI, fig. 47. 


12. 1: 48: 7. 
13. Ap., 49: 3; 73: 5; 116: 4. 
14. 3: 66: 3. 
15. 3: 115: 5 
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“Muti cērnta kālai””.% Appar also seems to make the same sug- 
gestion when he says, *"Taparattaik kantu avan tātai payoan? Vy — 
‘Seeing the linga his father rushed up’. Appar states that Cantica 
worshipped not only with milk but also with ghee!5 and perform- 
ed various kinds of worship and garlanded the Lord with konrai 
flowers and that this, the father could not brook.? (ampantar 
refers to Canti singing the Vedic hymns.? The poems of these 
saints seem to suggest two different ideas. One is that Cantīca 
was so much concentrated that he simply removed the obstruc- 
tion without any further thought,?! i.e., *Patam kontu avan kutip- 
pinālē”; “Cintai ceyoon" ?? The other is that the leg was cut 
away as a punishment — “‘Pilaitta tan tātai tālai”!3 “Tiruvatikkat 

pilaippa’.** The leg was cut away with a malu.?5 y 


The linga was made by heaping up sands: *Kūppinān tāpa- 
rattai 39 “Manalal küppi^;" “Mañalaikkūppi”;?3 — ** Manalal linkam 
panmi”; **Veņmaņalē Sivamáka";? “Manal ilinkam".93 It was 
Jāna puja; "Būdattāl valipattāv”32 “Kontavan kurippināle” .33 
Bhakti also is emphasized.34 Cantīšvara was given food — ‘Kulait- 
tator amutamintār?;35 "Ponakamum”.5 He was also given the 
garland of konrai: “Kontaimālait tānam”.37 This is the laurel 
taken from the crown of the Lord — “Tan mutimēl alarmālai” 28 


16. 3: 54: 7. 
17. 7: 48; 4. 
18. 4: 65: 6. 
19. 4: 65: 6. 
20. 2: 43: 5. 
21. Ap., 4: 48: 4. 
22. Gamp., 1: 62: 4. 
23. Ap., 4: 49: 3. 
24. Ap., 288: 9. 
25. Ap.,49: 3; 65: 6; Camp., 3: 115. 
26. Ap., 48: 4. uu s 
27. Ap., 49: 3. 
. 28. Ap, 78:5. 
29. Gamp, 1: 62: 4. 
80. Gamp., 2: 43:5. — 
81. Camp., 3: 66: 3. — 
32. 2: 43:5. — j 
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Campantar also mentions this gift of food and garland — *Mālai- 
jum ponakamum” 8° The garland was conferred as a symbol of 
rulership and the pre-eminent position Cantisvara was made to 
occupy — “Malai ciittit talaimai vakuttu”;% — * Nitulakelam alak 
kotuttu’’.41 This pre-eminent position or office is known by the 
name of Candésapada and the saint was therefore called ‘Candésa’ 
— “Cantican ennac ciranta péralittan’? 2 "Canticanenraru]i" 49 
This story is considered to have happened in olden days. For 
emphasizing the Arür temple as an ancient one, Appar raises the 
rhetorical interrogation, ‘Was the temple built when Ganti was 
conferred with the garlands?"44 
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CHAPTER IV 


I 
TIRU NINRA CARUKKAM 


The fourth verse in Tiruttontattoka: begins with the phrase 
< Tiruninra cemmaiyē”” and the first saint described in this verse 
is Tirunāvukkaracar, the 21st saint in the list. “Tiru ninra cem- 
maiyē cemmaiyāk konta Tirunāvukkaraiyantan atiyārkkum ati- 
jen" are the words of Nampi Ārūrar. This line is based on Tiru- 
nāvukkaracar's own words: ‘“‘Sivanenum ocaiyalla taraiyd ulakil 
tiru ninra cemmatyuļatē””*2 Ārūrar says: “Iam the servant of the 
servants of 7trunāvukkaracar, who had taken it as his justice, that 
justice where exists Tiru”, ‘Tiru ordinarily means wealth; whilst 
worldly wealth is evanescent and ephemeral, the spiritual wealth is 
eternal and permanent. Campantar calls this, **Cenrafaiyata tiru”.3 
Tirundoukkaracar is said to have refused to follow the commands 
of the ruling monarch relying more upon God and His Grace. 
Tiru also is taken in the sense of Kaivalyam or Salvation in 
Arürar's Tēvāram,5 and in the inscription of the Eastern Archi- 
pelago. Nampiyantar Nampi makes Tirunāvukkaracar a native of 
Amir ‘which Cekkilár identifies as Amar" in Tirumunaippatinatu. 
Periyapuranam further describes him as the member of the 
Kurukkai Vēļāļar. Nampiyantar Nampi refers to God placing his 

feet on the head of Tirunanukkaracar and the latter eating the 
jega a SRS ie ee of Touma 
ES SONO C nuire = on a stone. Nampiyantar refers 
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karacar became a Šaivite. He also speaks of this saint being saved 
at Tiruvatikai,® and the story of Ūrvacī and others failing to tempt 
Tīrunāvukkaracar. "The ‘ulavérappatai’? (the hoe) is also referred 
to in the same verse. He also refers to Tūrunāvukkaracar becoming 
converted to the right path at the instance of his sister who had 
conquered her passions.!? ^ Czkkilar describes further Appar’s 
pilgrimage to Kailas and his return to see the vision of Kailas as 
directed by the God at Tiruvaiyāru, basing this conclusion on the 
Aiyüru hymn. He also refers to the meeting of Appar and Cam- 
pantar, of Appar and Apputi, basing on the references to the hymns 
of Appar. He describes how Appar got *patikkācu” (coins) at 
Tiruvilimilalai, basing on Ararar’s hymns. He describes the special 
vision at Vāymūr and his satyāgraha at Palaiyarai for restoring the 
Saiva temple, basing on tradition he must have heard. God feed- 
ing Appar on his way to Tiruppaiññili, Appar throwing away the 
gems into the tank without falling into temptation and his final 
salvation on the Cataiyam day on one Cittirai month are all 
narrated according to the tradition of Cékkilar’s days. The story 
of Appar bringing to life the son of Appūti is not referred to by 
Appar himself though he mentions the name of Appūti. 


Nampiyantir Nampi mentions that Appar has sung 700 pati- 
kams. In another place!? he mentions that he has sung *é/ elu- 
nūru” which is probably based on what Ararar has sung in his 
65th hymn verse 2—‘[naikol el elūnūru irumpanuval imravan 


Tirunāvinukkaraiyan””. 


Pattinattār refers to the three Tēvāram saints as “Vittakap 
patal muttirattatiyār” 13 He suggests!* that Tirunavukkaracar had 
crossed the waters with the help of a rock as a float and he asks 
the Lord, *Is three anyone else who has done so?" Sometimes, it 
is asked whether Pattinattār would have sung like this if the 
story of Appar’s floating on a rock had not been popular in his 
days but what Pattinattār is referring to is the crossing of the 


sea of Samsára with the help of the dangerous boat of his own 


8. Eka., 7. 
9. Ēkā., 2. 
10. Eka., 1. 
11. Ēkā., 3. 
12. »., 7. 


13. Tiruvifai. Mum., 28: 30: 
14. Ibid., 4: 29. 


T. 122 
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dangerous body. Though everybody is engaged in this adventure 
his own danger is more than whatothers face; the tradition about 
Tirunāvukkaracar has been growing and in the Tzrubbukalūr Purāņam, 
we read that the Lord appeared in the form of a lion and swal- 
lowed him so as to give him salvation. This is based on Tirunavuk- 
karacar addressing the Lord, ''Cankai omrinriyé tēvar  véntac 
camuttirattin nancuntu cava mūvāc cinkamē unnatikké potukkinrén 
Trruppukaltr méviya t£vatévé." 5 This is a fair sample of way in 
which traditions grow. 


The story of the Lord supplying a gold (coin) every day to 
each one of the two great saints Campantar and Appar from the 
temple treasury of Tiruvilimilalai, when the saints stayed during a 
great famine is referred to by Ararar in hymn 46: 5, 7 and in the 
88th hymn, verse 8. Arirar also speaks of the life of Appar show- 
ing him the way of God's Grace looking upon the faults of his 
servants as good qualities. Perhaps the fault of Appar was his 
going astray from the path of Saivism before he became reconverted 
as a Saivite, Ārūrar is laying the emphasis on the beautiful Tamil 


verses sung by the saint in which he feels the Lord Himself. 
reveals.19 


The Sanskrit and Kannada traditions speak of Ttrunāvukkaracar 
as Appar; Vāgīša or Dharmasēna. According to them, he wasa 
Brahmin who wrote a number of learned works on Jainism. It is 
said that he got rid of colic pain through Šaivite charms and the 
use of ashes. He is said to have composed a number of songs 
both in Sanskrit and Tamil in praise of Siva and to have accom- 
panied Campantar Madura to reconvert King Kubjapāndya.!” 


II 


Mesi M saint is Kulaccirai Nāyanār. Nampi Ārūrar 
sings, erunāmpi Kulaciraitan atiyārkkum atiyem19 — <I am 
the servant of the servan ih 


| serv : ts of Kulaccirai, the Perunampi’. 
Baiga the prime Minister of Kun Pantyian, who along 
ue aci cs Shean invited Campantar to MAA Campan- 
S O alternately in the Tiru- 
] y nymn. ampiyantar Nampi makes him a native of 


i —— er 
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Maņamērkuti which Cēkkiļār identifies with a place of that name 
in the Pandya country and also makes him responsible for the 
impaling of the Jains following the version of Nampiyantar 
Nampi.” It is not clear on what basis Nampiyāņtār speaks of this 
kind of persecution. Though impaling persons for offences is 
found in sculptures of the age, it is very doubtful whether this 
was ever used by way of religious persecution. What must have 
been in the mind Ārūrar should be the ‘reference to this great 
patron of Saivism in the hymns of Campantar. The Sanskrit and 
Kannada traditions speak of him as Kulabaraināyanār or Kula- 
paksha.? 


III 


The 23rd saint is Perumilalikkurumpa Nāyanār, and the words 
of Ārūrar are, **Perumiļalaik kurumparkkum (Pēyārkkum) atiygn" — 
‘I am the servant of Perumilalaikkutumpar.’? The name itself shows 
that he was a native of Perumilalai, which, Cékkilar identifies with 
the name of that place in Milalai Natu, as distinguished from 
Veņņi Nattu Milalai, referred to by Ārūrar in his Nattuttokai hymn.? 
There is an image of this saint in the temple in his village near 
Kumpakonam. Nampiyantar states that when this saint knew 
Ārūrar would reach Kailas on the next day, he, with the Grace of 
Siva, left his body, to worship Ārūrar at Kailas. Cékkilar further 
describes how this saint was worshipping all through his life 
Ārūrar alone, thereby becoming a great yogi. The Sanskrit and 
Kannada traditions speak of him as Muithiladvija. The name 
Milalai has been Sanskritized into Mithila. He was a Saivite 
Brahmin who is said to have departed to Kailas just a minute 
before Sundara did.™ 

IV 

The 24th saint is Kāraikkāl Ammaiyar. Arurar speaks of 
her as ‘Péy’. Appar seems to be referring to this saint when he 
sings of the Lord, ‘“‘Péyttolilatiyaip pertuģaiyīr”.*5 Karaikkal 
Ammaiyar speaks of herself, “Péyaya narkaņattil omraya nam’? 2 


20. Tirut. Tiruvan., 26. 
21. Mys. A. R., 1925. 


22. 7: 12: 5. 

23. Mys. A.R., 1925. 
24. Ibid. 

25. Ap., 96: 4. 


26. Arputa., 86. 
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She speaks of herself as residing in the burning ghat, *Kētumalinta 
kanalvāy eyirruk Kāraikkāl Pzy"," but all this is mystic language, 
for it is clear from Arputattiruvantāti (16) that she had the experi- 
ence of the Absolute. 


In this connection, what JVárada Bhakti sūtra (63) describes 
of the Bhakta who has attained self-realization as ‘Matta’ is signifi- 
cant. The Bhakta is often spoken as a honey-bee and Ātman is 
spoken of as honey. The Sufis compare the realization to wine 
whilst the Christians use the wine; the Vēdas speak of "Sēma rasa’ 
and the Šāktas utilize intoxicating liquor in their rituals asa 


symbol of Divine experience. The Bhaktas become transformed 


under this new experience and their ways seem as inexplicable 
as that of mad men; for they have no will of their own; they are 
moved by the inner force. "Birds become his little sisters, a wolf 
a brother” (St. Frahcis of Assisi). “If men were drunk with the 
love of God; they ought to dance like mad men in the streets”? — 
sings Wammālvār. To Plato this is ‘Saving madness’. To the 
Christian mystics this is a draught of that wine of Absolute Life 
which runs in the arteries of the world. Emerson points out that 
a tending to insanity is always attended by the opening of the 
religious sense in man as if he was blasted with excessive light. 


Karaikkal Ammaiyar is the author of Tiruvālankāttu Mitta 
Tiruppatikam, Tiruvalankattut-tirubpatikam, Tiruvirattai manimálai and 
Arputattiruvantāti. In the work last mentioned, who speaks of 
her love for Siva ever since she began to speak (v. 1). In the 
last verse (101), she calls herself a Karaikka] Pay. 


S E from references in Tiruvācakam and Nālāyirap- 
nrapantam, t à 2 
pirap „the prevalence of the name among saints like 


Karaikkal Pey and Pēyālvār “G ERE , S 
E , ak A 22s 
*Pzyané everkkum yūnumē” am pēyenru tammatccirippa , 


: / — Kulasekhara ālvar. It is said some 
imm i been misunderstood as mad people while the saints 
t amie sena glad e) Were so abused. Nampiyāntār refers 
rud Mic to Kailās Walking on her hea d, making Pārvatī 
aug tva endearingly called her, ‘Mother’, The story of 
makes her the daught as "+ not referred. to by him. Cēkkiļār 

ghter of a Vaišya chief Tan t d the wife 
of Paramatattan, who lef anatattan and the 


t 3 
her to Marry another woman in the 
27. Tirup., 3: 11. 


28. Tiruva., Porrit., 1. 68. 
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Pandya country and to name his child after the name of his frst 
wife. According to Cékkilar, Kāraikkāl Ammaiyar’s name was 
Punitavati and she after the desertion by her husband threw 
out her flesh to assume the form of a ‘péy’. After composing 
Arputattiruvantāti, Irattaimaņimālai, she went to Kailas walking 
on her head and prayed to the Lord that she might be always 
under the dancing feet there after praising them in her Tamil 
verses, viz., Mutta Tiruppatikam and Tiruppatikam. Cékkilar lays 
much emphasis on the name of ‘Ammai’ because Siva himself 
addressed her as such. It is rather surprising that. Ararar does 
not refer to her as Ammai. He has chosen to refer to her as Pēy 
because she was calling herself Pēy in her work. Arurar, there- 
fore, may be taken to lay emphasis on her works which reveal 
her mystic vision of the Lord and her sublime philosophy. The 
Sanskrit and Kannada traditions speak of her as Karikalammeyar or 
Pūtavati and know only of her making many out of two mango 
fruits which her husband gave her. 


V 


The 25th saint is Appūtiyatikaļ Ārūrar sings, “Orunampi 
Appüti atiyarkkum atiyēm”. Appar praises Siva’s feet as the flower 
on the crown of Appūti, *Aücippoyk kalimeliya alalompum Appūti 
Kuūcippūvāy ninra cévatiyiy".? He also speaks here of Appitz 
worshipping the fire of sacrifice, “Alalompum Apputi,9 thus 
making it clear that Appiti was a Brahmin. This reference to 
Appiti in Appar's hymn must have been in the mind of Ārūrar. 
Nampiyāņtār makes him a native of Tinkalür which Cēkkilār points 
out is next to Tirubpaļanam in singing of which?! . Appar refers to 
Āppūti. According to Nampiyantar, Atpūti was a great devotee 
of Tirunāvukkaracar, naming even his charitable water-shed, after 
this great saint. Nothing more is known from Nampiyantar’s 
works. Cēkkiļār, however, describes how Tirunāvukkaracar was 
suprised to know that Afpūti had named his children, his chari- 
ties, his cattle, weights and measures after Tirunavukkaracar. He 
was invited by Appati to dine at his house. One of his sons 
whilst cutting a plantain leaf for Appar was bitten by a serpent 
and died. Hiding the corpse in a corner, Appūti and his wife 
prepared to feed the saint but the latter asked for the son when 


29. Ap, 12: 10. 
30. Ibid. 
31. Tiruppalanam-H., 12. 
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the truth had to be told. The saint sang the hymn, “Onrukolam’?s? 
and brought the dead boy to life. That particular hymn unfortu- 
nately does not contain any specific reference which might suggest 
this miracle, though by the time of Cékkilar this must have be- 
comea popular tradition. As Nampiyāņtār does not mention this 
miracle Ārūrar also could not have known this. The Sanskrit and 
Kannada traditions calling Apputi Nayanar as Appadināyanār or 
Tadbhakti, mention that he, in his admiration of Vagisa, called his 
sons, cows and even inanimate objects of his household after the 
name of Vāgīša. It has to be noted that here no mention is made 
of the miracle. In the name Afpūti, ‘£’ is only a demonstrative 

prefix of the noun ‘Pati’ (of that great renown) and the inscrip- 


tions give a number of people who had this name Pati. The wife 
of Kannaradēva was Pūti Müatzvatikal.9? 


VI 


The 26th saint is Tirunilanakka Nayanar and Arirar’s words 
are, “Olipunal cal Cüttamankai Nīlanakkark katiyém" — ‘I am the 
servant, of Nīlanakkar of Cattamankai surrounded by the re- 
sounding waters. In the Cattamankai hymn, Campantar refers to 
this saint as Nakkan®4 and Nīlanakkan.5 He speaks of Cattamankat 
as the place which the Saivites speak of as the city of Nīlanakkan 
full of mental control — **Wiratyinār Nilanakkan 


netumānakar 
enru tontar araiyumūr CGāttamankai” 35° 


In another verse,6 he 
speaks of Nakkan worshipping at the temple (parava). Cēkkiļār 
gives a detailed version of the story of this saint. Whilst he was 
one day concentrating his mind on God, a spider fell on the liga 
and his wife blew it out with her mouth. Nilanakkar thought that 
she had committed a sacrilege as though spitting on the linga and 
told his wife that he could not any longer nos with her. That 


night in the dream of Nilanakkar, Siv red 
the whole form of the Lord was @ appeared and showed 


A : full of the boils as the result of 
the jus by the spider except in the portion blown on by 
the la i The next morning Nakkar brought back his wife of his 
house. Campantar came to Cattamankai to worship the Lord 
32. Ap., H., 18. 

33. 356/1903. 


34. 3: 58: 2. 
35. 3: 58: 11. 
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along with the Paar and his wife. When Nilanakkar invited him 
to his, Campantar requested him to give a place to rest for the 
Pana couple and Nilanakkar placed them in the room of the sacri- 
ficial fire. In the end, he disappeared with Campantar on the 
occasion of the latter's marriage. Nampiyantar mentions only the 
spider incident but not that of the Pana. But the Pana episode 
1 


—ÀÀ e 


emphasizes the fact that the Saivites did not swear by the caste 
regulations or believe in untouchability. The Kannada and 
Sanskrit traditions give us the Sanskrit form of the name, viz., 
Nilanagna, and state that he was persuaded not to abandon his 
wife for what he considered her of removing with her tongue the 
fibre of a spider from a linga-image of Siva. 


| VII 


The 27th saint is (Wanti) .Naminanti, and Ārūrar's words are 
“Arunampi Naminanti atiyārkkum atiyēw”. The description ‘Aru- 
nampi shows that he is an important saint. 7Ttrunāvukkaracar 
himself calls him Namfinanti, whom he describes: 


Pārūr parippattam pankuni uttiram parpatuttan 
Nampiuanti 


| 
**Ārāin tatittoņtar anippotarur akattatakkip 
Niral tiruvilak kittamai nilnà tariyumanze" 9" 
| 


This description is praised by Cēkkiļār himself, The Sanskrit 
and Kannada traditions summarize the main event of his life as 
consisting in lighting the lamp with water for oil in response to 
the mocking reply, ‘light the lamp with water before your Sioa’, 
given by the Jainas when he begged of them for some oil for light. 

j His name is found in them as JVeminandi. 


But Appar always speaks of him as JVanti.? The same version 
of the story is given by JVampiyantar who makes the saint a native 
of Ēmafpērūr, which according to Cékkilar is in the Cola country. 
The miracle, however, even according to Nampiyantar takes place 
only at Tiruvārūr. Cékkilar makes him a contemporary of Taņti.39 
He gives further details about the story of Naminanti, probably 
based on the verse of Appar mentioning Pankumi Uttiram. Nami- 
nanti went along with the crowd in the procession of the Lord of 
Tiruvārūr. On his return when his wife requested him to offer 


37. Ap., 103: 2. 
38. Ap., 103: 224 & 6. 
39. Nami., Pur., 18. 
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the worship at the sacrificial fire before having his supper, he said 
that he had to bathe and cleanse himself because he had touched 
all and sundry, coming in the crowd. He ordered his wife to 
bring water for the bath, In the meanwhile he fell asleep over- 
come by fatigue. In the dream that arose the Lord showed him 


. that all the people of Ārūr were Šivagaņas. He woke up and 


repented for having considered himself impure. Though this 
episode is not mentioned anywhere else in the previous literature, 
this brings out once again that Saivism did not care for rules of 
untouchability. The Dērāsuram sculptures are found to represent 
the story of his lighting the lamp with water. In the right half of 
the sculpture we find Naminanti drawing water in a pot froma 
pond. In the other half we see a temple with a vimana in front 
of which we find a pillar-like lamp-stand with a series of lights 
placed one above the other which Naminantz is in the act of light- 
ing after pouring probably the water carried from the pond.” 


The name JVanti (Nandi) has become of immense significance 
after Tirumantiram, even as the other word Nata (Natha). They 
seem to imply a special line of yogic saints or siddhas and the 


description of Naminanti by Campantar becomes, therefore, full of 
meaning: 


“Avitanil aūcotukki ankaņan entu atarikkum nāviyal cir 
Naminantiyatikal’’.”“! The five senses were controlled spiritually 
and the real spirit or the soul of souls was loved and revered as 


Siva Himself. That was the great saint Naminanti (Naminand1) 
whose tongue also moved with glory. 
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CHAPTER V 


VAMPARA VARI VANTU CARUKKAM 


I 


The beginning of the fifth verse in Tiruttontattokai is “ Vam- 
pata vari vantu” which has become the name of the fifth carukkam, 
in Cekkilar’s Periyapuranam, where the lives of the saints mention- 
ed in that verse are described. The first saint in this verse is the 
28th saint in the list, Tiru Nánacampanta cuvāmikal. The words of 
Arūrar are: 


| * Vampa ,à varivantu mananáta malarum 
matumalarnar konraiyān atiyalār pēņā 
Empirān Campantan atiyārkkum atiyén” A 


"I am the servant of the servants of my Lord Gampantar who 
does not love anything except the feet of the Lord of the beautiful 
konrai flowers full of honey blossoming and bestowing fragrance 
and the banded bees never leaving these fresh flowers". The 
phrase *Empirān Campantar as contrasted with ‘Mampiran Tiru- 
mūlan”,2 seems to suggest that Ārūrar thinks of Campantar as the 
leader of his school of thought, believing in singing Aymns in praise 
of God.  '*Nallicaài Nànacampantanum Nāvinukkaracarum | pátiya 
narramil mālai colliyavé colli &ttukappam"? seems to suggest this 
conclusion. **Wāļum innicaiyāl tamil parappum Nānacampantanukku 
ulakavarmun talam intu avan patalukku irankum taumaiyalan?.^ Ārūrar 
here speaks of Ndnacampantar popularizing Tamil through his 
music. God according to drūrar was so pleased that in the pre- 
sence of the people of the world, He gave him the cymbals. In 
another place also he refers to God recognizing the great service 
of these two saints Campantar and Appar offering coins to them: 
* T2rumilalai iruntum nir tamilēticai kētkum 1ccaiyal kācu nittam nal- 
kinir".5 Ārūrar speaks of Nanacampantar being blessed with anam" 
by the Lord at Kan.’ 

: 39: 
: 39: 
: 67: 
: 62: 
: 88: 
: 97: 
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Ārūrar speaks of Campantar as Kaļumalavūrar and speaks of 
him as receiving a thousand gold from the Lord: *Kalumala ūrark- 
ku ampon āyiram kotuppar polum". He describes Nānacampantar 
as the Lord of words full of music ora great composer of music — 
*Paņmalinta moliyavar". He speaks of himself worshipping the 
Lord along with this great composer and going with him follow- 
ing the Lord — “‘Paymalinta moliyavarum yānum ellām paņintiratūcit 
tammutaiya pinpin cella.” There is a tradition that the gates of 
Tirumaraikkātu closed by the Vēdas were opened by Appar and 
again closed by Nānacampantar. Appar in this hymn on Tiruvaymüur? 
refers to this incident and states that the person who closed the 
door wasofgreater firmness than himself who had sung for open- 


ing the gates and that this person was also standing there before 
the Lord worshipping Him: 


*Tirakkap patiya enninum centamil 

Uraikkap (uraippup?) pati ataippitta runninrār 
Maraikka vallarē tammait tiruvāymūrp 
Piraikkol cetīcatai yārivar pittarg. 1 


Nanacampantar himself refers to some of the events of his 

He states that the Lord had created an illusion and made 
him who could never forget the fact of the Lord, to be born on 
this earth — *Tiruntati marakkumārilāta ennai maiyal ceytu im- 
maņminmēl pirakkumātu kājtināy” 32 He further states that he 


life: 


continues in the old state — " Tonmaittanmaiyul Nanacampantan’’.* 
He calls himself as one full of wisdom which is the lustre of the 
Lord — "Tanmoļi mikkuyarnta tamil Nanacampantan?.:4 He des- . 


cribes himself as one who has fulfilled the wish of the Lord — 
««Kāltyarkēn — karuttàrvitta Nānacampantan”>1s 
spreads the goodness of the Lord — « Paracutaru pāņiyai nalan- 
tikalcey tonipura natan" 1s ; 


He assures us that he become com- 


and as one who 


7. Ap., 56: 1. 
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pletely submerged in the Lord that he has no qualities of his own 
— “Tanniyal pillāc Canpaiyarkon" He states that the Lord of 
Kali was his own guru — “‘Vittakarakiya veikuruvē”25 who had 
purchased for a price certified by a sale deed.? The Lord, he 
sings, has removed his old karmas — “‘Vinaikal paraiya”;% his blot 
and deceit — **Kaļļamārntu kaliyabpali tirtta? 9! — his poverty and 
misery — ""Walkuravenmai nīkkum  àviyar antamar allal tirkkum 
appanàür'";?? his fetters — '"Pāca valvinai tirtta panpinan”’;3 his old 
age — “Narai tirai ketutakavatu arulinan’’;24 and his birth—*'Pirap- 
fennai arukkavallàr".? He has himself stated that he has realized 
God — *Uyar'2% and knows the method — *'Perumān akalam ariya- 
lākāb paravum muraiyé payium"." Seeing the miseries of the 
world, his mind loved the name of the Lord — **Vētanai này nali- 
„ak kantu kanté unran nāmam kātalikkinratu  ullam".38 It is 
curious that in this verse Campantar speaks of his past inability 
to live separated from his wife, children and relatives. He has 
known probably the yogic way which Bhisma has known of leav- 
ing this body whenever he liked — “‘Pinippatum utampu vittu 
irakkumāru kattinay’’.® Apart from this path of jñāņa and Yoga, 
he practised performing various services — “Em paniyayavan’’; 
*Icaintavā ceya viruppane?*;9? **Palanaya tontu" 3 


He states he sang to save the world from the malas or blots 
— 'Iluku malam aliyum vakai kaluvumurai".? He followed the 
Vēdic path and his Tamil verses according to him are full of the 
Vēdic truths — **Maraimali Tamil. The Lord, he sings, saved 
him when the heretics were speaking scandals of Saivism — **Ama- 


17. 1: 97: 1. 

18. 3: 113: 4. 

19. 1: 116: 3; 2: 23: 2, 8; 8: 6: 3. 
20. 2: 93: 4. 
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22. |: 8: 4. 

23. 2: 25: 3 

24. 1: 123: 6 

is i T i 1: 11: 11; 2: 7: 11; 2: 18: 11; 2: 72: 1l; 2: 87: 11; 2: 53:11. 
27. 2: 80: 1l. 

28. 1: 50: 3. 

29. 2: 98: 5. 

30. 3: 116: 11. 
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32. 3: 67: 12. 

33. 1: 24: 11. 
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nar kuntar cakkiyar tolaiyātan kalar tūrrat torrankattiyatkontir,’?34 
He states he conducted a debate with the Jains and won a victory 
over them — “‘Amanar...afica vatil arul ceyya’’,> after knowing 
the will of the Lord and for spreading Siva’s greatness all through 
the world — *Vatil venralikkat tiruvullamé...ndlum nin pukalé 
mikavēņtum”.3% He states in one verse that because the hymn 
refers to the Mother Goddess, it will not be burnt when thrown 
into the fire — “‘Briyinil itilivai paļutilai meymmatyé”;®” ''Korravan 
etiritai eriyinilita ivai küriya col teri orupatu."* These are refer- 
ences to the song going through the ordeal of fire. He refers to 
the songs going through the ordeal of water and the palmyra leaf 
on which the song was written running against the current and 
reaching the shore at Etakam — “Paru matil Maturai man avai 
etirē patikama teļutilai yavai etiré varunati yitai micai varukaranē 
vacaiyotu malar keta varukaranē”;39 “‘Terrenru teyvam teļiyār 
karaik kolai tennirp parrimrip panku etirvin ūravuum panpu nēkkil 
perron  ruyarita peruman perumānum anrē”;% *Vatkai nīr étu 
centu amaitarum ētakam””.' The tradition tells us that the hymn 
that performed this feat is that which begins with *'Vālka anta- 
ņar”42 and Gampantar speaks of this in the last verse of that hymn 

“Pallarkalum matikkap pacuram comma pattu.’43 When the here- 
tics set fire to his mutt, be prayed to the Lord to give him a 
fearless heart — “Tancamenrun caran pukuténaiyum aficalenrarul 
Ālavāy annalz'* and directed the fire to reach the Pandya so that 
he might suffer from the fever in a manner acceptable to the 
world — “Amanar koļuvum cutar...Pantiyarkakave’’ ;* « Alavayatt 
arulinal SUD tennavam mēluta mētinikku oppa Nanacampantat 
urai patiu’.“S Pandya was cured later on, thanks to the hymn 
on the sacred ashes — “Alavayan tirunīrTaib porri...Nanacam- 
pantan terri Tennan utalurra lippiniyayina tīrac cürriya pātalkal 

84. 2: 55: 10. 

35. 3: 116: 10. 

36. 3: 108: 1. 

37. 3: 87: 1. 

38. 3: 87: 11. 

39. 3: 113: 12. 

40. 3: 54: 11.. 

41. 3: 32: 11. 

42: 3: 54: 1. 

43. 3; 54: 12. 

44. 3:51:6 


45. 3: 51: 8. 
3: 51: 11. 
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pattu””,* and the Pandya Queen was prevented from becoming a 
widow on account of the Grace of the Lord, the Grace so near to 
the followers — “Mikka Tennavan tévikku amiyaiye mella nalkiya 


tontarkku aņiyaiyē”” 48 


Apart from these debates with the Jains, Campantar seems to 
have suffered at the hands of both the Jains and the Buddhists 
and he speaks of the Lord helping him in these trying situations 
— “Kaliyin vallamaņum karuñ cakkiyappéykalum naliyum nāl- 
ketut tanta en natanar’’.*° The tradition speaks of a debate with 
a Buddhist whose head was miraculously cut off and the line 
“Vilanku oli tikaltaru venkuru mévinan’’® is pointed out as referring 
to this event. This speaks of the Lord sending a brilliant and 
resounding thunder but there is no clear and specific reference 
to the debate in this verse. The incident about the closing down 
of the gates of Tirumaratkkatu is referred to by Campantar himself: 
“Itu mankirai vaittarul ceyka enakku un katavam tirukkappuk kollum 
karuttālē””.51 


We had referred the verse of Appar referring to Nanacampantar 
also worshipping with him. Some experience seems to have 
occurred to both these saints at that place and Campantar speaks 
of-a dream, a deceitful form of the Lord, of His frightening him 
and some passing misery — ‘‘Veruva vantitar ceyta vikirtanar s 
“Kanavil tuyar ceytu^;? “Vañcanai vatioinotu’’.®4 Arurar had 
referred: to Campantar getting coins** and Campantar’s hymn "Vāci 
tīravē kācu nalkuvir refers to Campantar's prayers.** 


The tradition speaks of Nanacampantar drinking the milk of 
the Mother Goddess and Campantar’s hymn, “‘Potaiyar porkiņņat 
taticil pollātenat tātaiyār mumivurat tànenai üntavan = is inter- 
preted as referring to this incident, that one day his father took 
this child along with him, to bathe, that when the father was in- 


47. 2: 66: 11. 
48. 3: 115: 6. 
49. 2: 9: 10, 
50. 1: 127: 4. 
Bille 28 W/E lo 
52. 2: 111: 4 
53. 2: 11: 9 
54. 2: 111: 5 
55. 7; 88: 8 
56. 1: 91: 1 
57. 3: 24: 2 
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side the water the child became alarmed and that the child began 
to weep so that the Lord ordered the Mother Goddess to offer it 
milk in a golden vessel which was looking like a lotus bud. The 
only difficulty here is the word *afici which usually refers to 
cooked food which has to be taken in the most general sense of 
anything serving as food, so that it may refer to milk. 


At Tirunanipalli, his father held him up on his shoulders when 
he composed the Tirunamipalli hymn — "Ituparai onra attar piyal 
mēliruntu innicaiyāļ uraitta fanuva 5% and we are told that the 
hymn was sung for converting the desert of place into a seashore, 
full of shade. Tirukkalirruppatiyar®® and Wampiyāņtār Nampi® 
refer to this miracle but there is nothing specific in that hymn. At 
Tirumarukal, Campantar sings in his hymn of the age-old akapporul; 
it is a complaint about the Lord that He has made a love-sick 
maiden falling is love with Him to pine away because of His 
neglect.) But this hymn is interpreted to refer to the saint's 
special pleading on behalf of a maiden who eloped with her lover 
imediately after the marriage when the latter died there of snake 
bite. "The story gives that this hymn brought her lover back to 
life. But one fails to see any specific reference to this story in 
this hymn; all that is mentioned as evidence to the story in 
tradition is the expression 'ala&kal iva} (in v. 8) interpreted as 


‘the damsel with the marriage-garland? (alankal may mean any 
garland in general). 


At Tiruvēttūr was performed the miracle of converting a male 
palmyra tree into a female one yielding palmyra fruits. The line 
**Kurumpai an panaiyīn kulai ottar 


33 e Oy 
SS Sat 9 is often referred as proving 
this miracle. 


But the verse refers to this as though it were a 
freak of nature in that place rather than as a miracle 


On his pilgrimage to the north 1 is sai 
ern T, itissaid he 
forgot to worship at Tiruvalanka cio ANO 


I. tu but the Lord reminded him in 
ume audi we are told this is referred to in that 2ymn in the very 
beginning of the hymn itself: A 


< Tuticavaruvārum toluv 
Neficampukuntennai ninaigibhz 

pee b ennai mnawibbārum munainaibāy 

VV., 12, 70. 

Al. Pil. Antāti, 17. 

. Camp., 2: 18. 
2: 18. 

1: 54: 11. 


ibbarum va luvippoy 
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Vaiicappatuttorutti vāņālkoļļum vakaikēttu 
Aticumpalaiyanūr Ālankāttem atikaļē” 64 


It is in this hymn that he refers once again to Ciruttontar: 


“Vanankuficiruttontar vaikalēttum vālttuūkēttu 
Anankumpalaiyantr Alankattem atikalē” 65 


Taken along with this reference, one wonders whether the 
statement in the last verse of this hymn, '"Vēntan aruļālē viritta 
pātal'”%% may not be a reference to the king of Ciruttontar, i.e., 
Narasimhavarma Pallava or some other king of that part of the 
country. When discussing the life of Ciruttontar we had referred 
to Campantar’s references to this chief in his hymn on Cenkattankuti, 
a hymn which Campantar states he has sung at the request of this 
chief **Ciruttontan avan venta". 


We had also referred to Campantar’s reference to Nilanakkar,® 
Murukan, ^ Mankaiyarkkaraciyàr ,"? Kulacciraiyār,% Ninracir 
Netumārar.2 


At Mylapore, Campantar sings a hymn where in every one 
of its verses he refers to one monthly festival. He himself says that 
he has composed it as a “‘Piimpavaip pāttu”.5 Every verse ends 
with the refrain, “Kanaté potiyo pümpavay" — ‘O, thou beautiful 
girl! Will you go away without seeing the festival?” According 
to tradition this has been sung to bring to life the bone of the 
daughter of one Civanēcac cettiyar, an admirer and worshipper of 


Nānacampantar. 


At Tirunallūrp perumanam, Nānacampantar's marriage is said 
to have been performed when he disappeared with all those 
assembled there, to attain salvation. There is nothing in that Aymn 


except the line, ‘‘Perumanam pukkiruntir emaiģpēkkaruļīrē 74— 
64. 1: 45: 1 
65. 1: 45: 7 
66. 1: 45: 12 
67. 3: 63: 11 
68. 3: 58: 11 
69. 2: 92: 3. 
70. 3: 120. 
71. 3: 120. 
72. 2: 66: 11 
73. 2: 47: 11 
74. 3:-125: 8 
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*O, Lord of Perumaņam! You bless me with a way of escape’, a 
prayer which occurs elsewhere also.” 


Nampiyantar Nampi in the Ttruttoņtar Tīruvantāti has two 
verses in praise of Campantar.”$ He refers to the three great ideals 
achieved by Campantar during his life time: (1) the joy of the 
world; (2) curbing the power of the Jains and (3) the restoration 
of Saivism to its past glory. This victory, it is said, was due to 
Campantar getting the blessings of the Mother Goddess even whilst 
he was an infant. That is the substance of the first verse (33). 
In the second verse Nampiyāņtār describes Campantar as one who 
had received (Nampiyantar’s Alutaiyapillaiyar Tīru Antāti) and 
who in his own verses had referred to Cenkatcolan, Murukan and 


Nilanakkan. 


But Nampiyāntār has composed in addition not only the Alu- 
taiya Piļļaiyār Tiruvantati (of 101 verses) but also Tiruccanpai 
viruttam consisting of 11 verses, Tirumummamikkovai of 30 verses, 
Tīruvulāmālai consisting of 143 kaynis, Tirukkalampakam of 49 
verses and Tiruttokai consisting of 65 lines, all on Alutaiya Pillaiyar 
or Campantar. ln these various works of his, herefers to the many 
incidents of the life of Campantar that appealed to him most. 


He speaks of him as the Lord of Pukali or Gikali whose twelve 


names he enumerates: 1. Piramapuram, 2. Venkuru, 3. Canpai, 
4. Toni, 5. Pukali, 6. Koccai, 


9. Tarāy; 10. Kah, 
pillaryar Tiruvantāti).7 


7. Ciramarpuram, 8. Puravam, 
11. Venupuram and 12. Kalumalam (Ālutaiya- 


Campantar is said to have belonged to the Kaundinya Gotra 
(Kacunar han) It is rather curious that the kings of the 
Eo kā QAM claim to belong to this same Gotra and 
their kingdom was called Campa, remind; : 
or G:kali and also of Campapati Ing us of the name Canpa 


. s Which is for 
Kāvirippūmpattinam. the other name 


Nampiyāņtār Nampi think 
n 73 s of Ca F zem: 
carnation.? “‘Parmukam uyyab p mpantar as an ‘avatar in 


aritalaiyor mālurraļunta avata- 
75: 3: 45:1. à 
76. 33-34. 
77. V., 100. 
78. Al. Pil. Tir. Antati, 3; Mumma 
79. Canpai. Vir., 1; Mu RE 


iruk. 
mma., 4; Ulāmāļai, m EE 


Kannni, 63; Tiruk., 1. 
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ritton”’;8° — *Katakari atu pata uritta ... katavultan tiruvarulatanaz- 
pitantatu;?®) ** Avataritta vallal” ;8 “Canpat ennum on patiyul utīt- 
tanaiye”’.88 — Campantar is said to have sung 16,000 patikams.8 


Even whilst Campantar was a child he was fed by Mother 
Goddess at the instance of Siva because Campantar was hungry 
and was crying. He showed his father, the Lord, who blessed 
him, described the various marks of the Lord pointing out at the 
same time the Lord with his finger — “Vétattalaivanai melviralāl 
tūttiyalkātan ivan emru tataikkuc cül vicumpir kattiya Kantu” ;35 
“Tantai kina anru nalamériya pukalccampantan kāttiya natan’?;86 
"Em Civan ivanenīu annāļ kutalait tiruvāymolikal arulicceyta?^;8 
"Totami katinan enrum tollamanark | keffüanrum tétariya parapara- 
naic celumaraiyim akan poruļai antic cemmēniyanai ataiyāļam 
pala colli untaikkuk kana aran uvanām enruraittanaiyē” 88 “Oli 
mutalvan uvanenru kāttavallān”.89 The Mother Goddess gave him 
fānāmirtam in a golden bowl. WNampiyantar speaks of the food 
given as something concentrated—‘“‘Pukali...ponakam aruntita’’;% 
“Elivantavad elir pūvarai manmanittdr talankat tulivanta kanpicain 
tēnkalum enkal aram tunaiyam kilwanta colli porkinnattim nana 
amirtaļitta aļivanta pünkufici incorcirukkantam  ararulg"; ** Kufici 
kūtāp paruvattu...mankai tan arul perravan";? **Vaļarntatu... 
pūnkuļal mātitu ponakam uņtē”;%* "Amutuņ cevvāy”;%% Amponcey 
vattilil kotil amirtam nukar kuficaram””;9* ** Malaiyaraiyau matapa 
fāvai narkaņņi — alaviranta tfūānattai amirtakkip porkinmattarul 
purinta ponakam mun nukarntanaiyē””j96 “‘Pantamutu — ceytatumai 


80. Cenpai: Vir., 1. 

81. Al. Pi]. Mum., 4. 

82. Tiruvul. Malai, Kaņņi, 63. 

83. Tiruk., 1. : M 
84. Al. Pi]. Tiruvantati, 15; Tiru Ulāmālai, Kaņņi 62; Tiruttokai, line 42. 
85, AJ. Pil. Tiruvantāti, 13. 

86. Ibid., 16. 

87. Ibid, 43. 

88. Tiruk., 1: 3. 

89. Tiruttokai, line 10. 

90. AJ. Pil. Tiruvantati, 40. 

91. Ibid., 73. 

92. Cen. Vir., 2. 

93. Mum. Kūvai., 4. 

94. Ibid., 19. 

95. Ulāmālai, Kaņņi, 67. 

96. Tirukkalampakam, 1, 
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nankaiyarul mēvu Sivajüünam";" “Jüānam tiraļaiyilē uņtanai”8 
«Mutirāta ceppotta konkait tirunutali appan aruļālē ūļtutalum appoluté 
nānat ttraļāki munninra cemmal”.99 


He seems to be very much taken up by the story of Cam- 
pantar impaling the heretics and reveals in the description of the 
death of these people, of their blood flowing like water and the 
kites flying to feed on their corpses — **Mayilukutta kantinam 
cülnta valai pirampor kaluvā utalam vintinam — cülak kaluvina 
akkiya vittakanē”;10 “Vali kelu kuntarkku vaikaikkaraiyamru van 
kotutta kalikelu tintol kavuniyar tībam” 1 **Toļunīra vaikaik 
kuluvày elirnta urikkaip paritalaik kuņtar tankal kaluva utalam 
kaļuvina ākkiya  karpakam ;9? “Aman kaņam kalu ērri”;Y3 
“Utalam porutak kaluniraiyākkuvan” 104 


**Pukaliyar kēnanna nāt- 
kātiyittērrum kaluttitam” ;M5 


“Nitikettar kulaiyak kaļuvin kuluk- 
kantavam" 399 < Vūtinjl vallamanaip pannaik kaluvin nutivaittem 
panta vinai arukkum", “Artumantap pantu ceūcol natātti aman 
mulutum pārumaņtak kanta caiva cikāmani”;Y8 “Kantatu uriyotu 
pīli orukatyil kollum pari talaic camanaip pal kalumicaiyē” 1% 
"Vaikaiyil amaņarai vātu ceytarutta Caiva Cikāmaņi Campan- 
iam? ;39 “*Vallamanar ollaik kaluvil ulakka”;1 **Tennanran kūtal 
kulanakaril vātil amanar vālitolaiyak kātalāl punkeluvu cempu- 
nalāru otap porutavarai vankaluvil tai raiyón" 3 + Ayra- 
manar kilttattai ācalittup ponra Ras <a i 
venti nirai kalumél uyttān” us E 
vuruitavamum  mi";u4 
amanana 


centamilppā onriņal 
“Amanaraik kalu nutikku anai- 


** Aripaki inpam cey tamil vātil venrania 
vankuntar kaluvéta mun kanta ceri mata vancanpat 
97. Ibid, 9. 

98. Mum. Kūvai, 12. 

99. Tiruttokai, lines 5-8, 

Al, Pil. Tiruvantāti, 6. 

101. Ibid., 12. 

102. Ibid., 28. 

103. Ibid., 39. 

104. Ibid., 51. 

105. Ibid., 66. 

106. Ibid., 81. 

107. Ibid., 98. 

108. Can. Viruttam, 9. 

109. Mum. Kūvai, 4. 

110. Jbid., 13. 
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ai a “Kantatu arukantar kulamonri mulutum — kaluvil 
&rq 39 * Arukarai murukkiya tamil bayirriya nāvan”;117 “Vanpa- 
Kaiyam akkuņtarai venrõy”; 8 Pāli amanaik abire RERUM me 
He has got a special fascination of the names ** Arukücani ;120 
* Kuntàcant 3913. * Amararkkuk Kàlan3?* < Arukācani” means the 
we to the Arhas, He also refers to the Buddhist monk whose 
head rolled on the ground — 

puraļoitta vittakap pātal vilampinān”. AV vs 


E a more details ut ae debate with the Jains — 
sulām venra koccatyarkén?’;}24  Arukgr tankaļ tennāttu 
aran atta cinkam",?5 “Vaikai mantanar enpar ... paracamaya köl- 
arikkun nikarāt tamil nāttuļla kuntarkalg";126 ““Corceri Bop 
ceytanzu vaikaiyil tollamanar patceriya vaņņam kātta Campane 
tan””;127 *Arukantar munkalanka natta mutai kelumu mal innam 
pun kalankal vaikaippunal’’;?8 ** Amaņmalaintān”.12 In the Tirut- 
tokai he refers to Pāņtimātēvi and Kulaccizai praising Campantar 
whilst the heretics set fire probably to Campantar’s own mutt, when 
he ordered the fire to catch hold of the Pandya — "Pattic civamenzu 
pintima téviyotum korrak katirvēl Kulacciraiyum kontatum ar zai 
polutattu amanaritu ventīyaib patric cutuka poyp pantiyanai enna 
vallan? 3399 “Kāntum kanalil kuļir patuttuk katal kūtalinvāy véntin 
tuyar tavirttān” 3% The Pandya was cured of his misery!?? probably 
with the sacred ash. Wampiyāņtār refers to the verses of Campan- 
tar undergoing the ordeal of water and fire. He specifically men- 
tions that the hymn beginning with fPokamár' went through the 
ordeal of fire. The cadjan leaf containing Campantar's hymn went 


115. 7bid., 8 
116. Jbid., 9. 
117. bid., 18. 


118. Zbid., 20. 

119. Tiruttokai, Kanni, 5. 
120. Al. Pil. Antāti; 9, 10, 19, 65, 76, 88; Tirukkalampakam, 7, 21, 
121. Can. Vir., 7. 

122. Mum., 6. 

129. Tiruttokai, ll. 38-40. 
124. A]. Pi]. Antāti., 36. 
125. Ibid., 43. 

126. Ibid., 54. 

127. Mum., 21. 

128. Ibid., 26. 

129. Ibid., 29. 

130. T. tokai, ll. 48-52. 

131. Aj. Pi]. Tiruvantati, 71. 
132. Ibid., 71. 
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against the current of the stream of Vaikai — '*Nilaviya Vaiuai- 
Jārru ētittu vānīr — etirottum ceykaiyāl mikka ceyalntaiyām”” 183 
“Mankaiyitattaranaik kavi mir etir ofa matittaruļ cey taūku — pukalc 
catur māmarai nāvaļar caiva cikāmam” .1* 


Nampiyāņtār mentions Campantar receiving gold coin as prize 
along with Tirunavukkaracar at Tiruvilimilalai, an important meet- 
ing according to him of the two saints which saved the world — 
“Patiya centamiļāl palankācu paricil perra nitiya cirt tiru fiüünacam- 
pantan nirai pukalan nétiya püntiru nāvuk karacētu elil milalatk 
kūtiya kūļtattināl ulatayttik kuvalayamē” 795 “Técam mulutum malai 
marantu 4m ketac centaļarkai ican tiruvaruļāl elil vēļimiļalaiyinvāyk 
kācin malaipolintān”;1%6 “Tunkap puricai toku miļalai ankatanil 
nittam celunkücu komfu nikal nelvāyil muttin civikai mutalkomtu" 33? 
“Vayal ani ten vīļimilalaiyinilavu kácim mali malai poliyum mana 
kuna maturan” 38. ** Vilimilalaip patikkācu konta pirān”” 139, 


He also refers to Campantar as the friend of JVilanakkar, 
Muruka Nāyanār and Ciruttontar — *Eļil Nīlanakkarkum — vipap 
puntam — pukalür — Murukarkum — tolam" ;499 “‘Nilavu Murukarkum 


JVilanakkarkum ^ tolaivil — pukalc — ciruttoniarkum —— kulaviya tēļa- 


maiyàyt tollaip pirapparutta cuntaran”.41 In one place Nampi- 
„āntār states that if we praise Ciruttontar we can easily attain an 
intimate relationship with Campantar — **Virumpum — putalvatiai 
meyyarintu ākkiya tnmamirtam arumpum punal cataiyāy untarul 
en rati paņinta irumpin culark kalitran Ciruttontanai ēttutirēl 
curumpin malart tamilākaran patat totarvu elite’? 142 "He also refers 
to Gampantar making mention of Murukanaynar’s worship in the 
hymn of Varttamaniccuram — “Varttamanicar kalal vananki val 
Muruka pattiyai ican patikattē kattinan’? 148 Along with this fact 


he ae that Campantar was very friendly with JVilanakka? 
— “Attan Tirunīlanakkarkum anputaiyan?? 144 


133. Tiruttokai, ll. 33.35. 

134. Tirukkalampakam, 15. 

135. A]. Pi]. Tiruvantāt,, 80. 
136. Ibid., 41. 

Ulāmālai, Kaņņi, 78-79 

138. Tirukkalampakam, 24. 

139. Tiruttokai, li, 11. 

Al. Pil. Tiruvantāti, 71. 
Tiru Ulāmālai, Kaņņi, 71-72 
Al. Pil. Tiruvantāti, 79. — 
143. Tiruttokai, ll., 52-53. 

145. Ibid., l., 54. 
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Nampiyāņtār sings of Campantar’s greatness and love which 
were so endearing to the Lord that he blessed him with the cymbal 
(tāļam) at Kolakka;'* with a palanquin of pearls at Nelvayil Arat- 
turai;46 with a purse of a thousand gold coins at Avatuturai to 
enable his father to perform sacrifice.14? 


He refers to the discomfiture of the proud Pana probably 
Nilakantayalppanar and the smashing of the ya] by him because of 
his impossibility to play the Aymn called **yāļmūri* in his ‘ya? 148 


At Tirumarukal, he states that when the husband fell down 
dead, bitten by a poisonous serpent, Campantar took pity on his 
wife and saved him.4? In Tiruttokai, Nampiyantar Nampi refers 
to another incident where Campantar saved this time a woman 
who died of snake poison. Probably this refers to what the later 
day generation referred to as the “Añkam pumpāvai”” incident of 
Mylapore though Nampiyāņtār nowhere mentions that the bones 
alone were transformed into a maiden — “‘Veyya vitam mēvi iranta 
ayiluérkan matamakalai vàvenzalaifpittim maņņulakil valvitta cirninza 
cemmaic ceyalutaiyan 15° 

Another miracle of Campantar is curing the daughter of a 
Malava chief who was suffering from Muyalakan or epileptic fits. 
Tradition has it that this miracle was performed by the hymn 
sung at Tiruppaccilacciramam. This is one of the Akapporul hymns, 
a complaint by the mother of the love-sick maiden who had 


fallen in love with the Lord.! 


The miracle of changing a desert into a fertile sea- base at 
JVamipalli is also referred to by Nampiyāņtār ampi. There is 
a line in Tiruttokai, l. 17 — which is often taken to refer to this 
miracle but that line simply states that Nanacampantar was 


capable of singing Pala: and Neytal—‘‘Palaiyum neytalum pata- 


145. Aj. Pil Tiruvantāti, 40, 82; Mummaņikkūvai, 4; Ulāmālai, 82; Tirut- 


tokai, l., 22. 
146. A] Pil. Antāti, 
147. AJ. Pi]. Antāti, 
148. AJ. Pil, Tir., 39, 91; Mum., 
149. A]. Pi]. Antāti, 28, 49; Canpai Virut., 
137-138; Tiruk., 4l; Tiruttokai, l. 21. 
150. Tiruttokai, ll., 35-38. 
151. Gamp., 1: 44. 
152. Aj. Pi]. Antāti, 


40, 83; Mum., |4, 28; Ulāmālai, 79; Tiruttokai, l., 24. 
40, 84; Mum., 4. Ula., 80; Tiruttokai, ll., 18-19. 
1; Ula., 77; Tiruk., 26; Tiru., l. 13. 
3; Mum., 4; Ulamalai Kanni, 


17; Can. Vir., 4; Tiruvulamalai, Kanni, 75. 
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vallān, i.e. capable of singing the "Pēlai” and ‘Neytal’ tracts even 
whilst he was young. 


The other miracle of metamorphosing a male palmyra into a 
female palmyra at Tiruvēttūr is mentioned in several places.!53 


At Tirukkoļļampūtūr, Campantar crossed the Kaviri river 
against the current with the help of a boat. "This is looked upon 


as a great miracle of Campantar and this is referred to in various 
places.15* 


The story of Campantar’s closing the doors of Ttrumaraikkātu 
is another miracle mentioned in various places.!5 


The marriage of Campantar performed at JVallürp perumanam 
when everyone attained Salvation is another miraculous act.!6 


Ulāmālai!s" mentions that Campantar cured his relatives and 


atiyārs from the shivering fever with which they suffered at 
Konku. 


In some temples like Uttarakūcamatkai, we find the image 
of Campantar with one leg held up in a dancing posture and play- 
ing upon the cymbal (tēļam) whilst singing. Nampiyāņtār almost 
describes this form—‘“Ciruparar karanta vilikurar kinkini cevipul- 
lic cilkural iyarti amutun ceovay aruvi tūnkat talam piriyat tatakkai 
acaittuc citu kuttiyarric civan arulperra narramil virakan” 158 


Thestory of Šiva offering the milk of Pārvatī and the enraged 
father demanding the child to point out the person who had given 
the milk has taken the present form even during the time of 
Pattinattār: 


«Tātaiyotu vēnta vétiyac ciruvan 


aa e a 4: Ulamalai, 81; Tirut., 1, 28. 
citāti, 39; Mum., 4 Tiruvulāmālai, Kaņņi, 77; Tiruk., 41; 
dens 39, Sis Canpaiviruttam, 7; Mum., 4; Ula. Kaņņi, 77 


+, ll., 61-65. 
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Antanan munintu tantār yārena 
Avanaik kāttuvan appā vānār 
Totutaiya ceviyan enrum 
Pitutaiya pemman enrum 

Kaiyir cuttik kātta 

Aiyani velippat tarulinai ānkē” 159 


“The Brahmin boy went with his father whilst he was not 
capable of walking aright. The growing hunger began to inflict 
him and he cried, ‘O, Mother! You stood before him. The food 
of wisdom mixed with your Grace, you offered as the infinite 
morsel. The Brahmin (father) was angry and asked of the child 
to show who gave the food. The child said, ‘Father, I shall show 
Him. He is *Tofufaiya ceviyan; pitutaiya pemman’ — thus singing 
he pointed You out, with his finger and lo, You became manifest 
then and there’’.16 


Sri Sankarāchārya, in his Soundaryalahari, describes the heav- 
ing bosom of the Mother and refers to its milk making the Tamil 
child sing the glorious and mellifluous verses. Commentators like 
Laksmidhara fail to understand the reference; but anyone who 
knows the story of Campantar will readily identify the Tamil child 
as Tirujūānasambandar. The Tamil translation of this work by 
Virai Kavirāja Pantitar and its commentary by Saiva Ellappa .Navalar 
makes this point quite clear. Therefore, this story must have 
become popular by the time of Sri Sankarāchārya. 


Cēkkilār describes the story of Nawacampantar almost as 
a great epic in 1257 verses. The name of the father of 
Nānacampantar is Civapáta lrutayar (15), a fact not known to 
us from Campantar’s hymns. The father was feeling miserable (18) 
at the spread of heresy and was anxious to bring forth a child (19) 
who would restore the past glory. Like Nampiyāņtār Nampi, Cékki- 
lar speaks of Campantar’s birth as an avatar (26). The child grew 
up and attained’ three years of age (54). The father took the 
child with him to the temple tank to bathe, because the child 
persisted in coming with him (56). When he was inside the 
water uttering aghamarsana mantra (60), the child not seeing the 
father began to cry *Ammé, Appa — Mamma, Pappa!?. Šiva came 
with the Mother Goddess and requested the Mother to feed the 


159. Tirukkalu. Mum. Kūvat, ll., 23-33. 
160. bid. 
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child with her milk — ‘pal aticil’ (69) in a gold bowl, a description 
clearly following Campantar’s verse, “Potaiyar porkinnat taficil, 19 
and when she did so the child became full with divine knowledge 
and Šivajūānasambandha (69), i.e, one who is linked to divine 
experience — realizing that the Lord is the creator of everything 
and the Lord of his servants (71). 


The father coming out of the tank found the child with marks 
of milk and was afraid that it had taken the food given by some- 
one other than a Brahmin. He was, therefore, angry for the breach 
of the caste rules and demanded the child to show the person 
who had given the food (72). All this is clearly brought out by 
the poem of Campantar.1* 


Probably, it is this breach of the caste rules Arwrar refers 
to, when he speaks of Campantar having committed a fault, which 
fault God accepted as his greatness: '*Narramil valla Nàna- 
campantar ... kurraficeyyinum — kumamenak — karutun — kolkai kantu 
nin kurai kalal ataintzm" 68 That divine wisdom dawned upon 
Campantar, thanks to the blessing of the Lord of Cikali, is also 
referred to by Arürar. From these references, the story of the 
drinking of Pārvatīs milk had grown and the hymn Totutaiya 
ceviyat is said to have been sung in reply to the father and point- 
ing to Siva as the person who had given him milk. That hymn is 
an ‘akapporul? song being the speech of a love-sick maiden con- 
fessing that Siva as Bhiksatana is the person who had robbed her 
heart making her emaciated as to lose her bangles: *Ērparanta 


inavel valai cora en >, $ 1 A 
inavel valar cora e? ullam kavar kalvya 3365 «cTraikalanta ima vel valai 
cora en ullam kavar kalvan” 188 


The father of Gampantar, Cékkilar continues, took the child 
on his shoulders (94) and when Campantar Sane the hymn begin- 
ning with "Mafaiyil vāļai”1" at Tirukkēlakkā, two cymbals of 
gold, on each of which was inscribed the pascáksara im into the 
vata tv U Wien People learnt of this invitations 


161. 3 
162. 3 
163. 7: 
164. 7: 
165. 1 
166. 1 
167. 1 
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from various places poured in. Campantar started on a pilgri 
mage to temples and visited Tirunanipalli (116) where his mother 
was born.  Tirunilakanta Yālppāņar came to Cikali along with 
his wife and undertook, of his own accord, to follow Campantar 
wherever he went so as to play the hymns on his yal (131). 
After worshipping at various places around Cīkāļi and Citamparam, 
Campantar reached Nelvāyil Aratturai and rested that night at 
Maranpiti. Siva appeared in the dream of the people of Neluayil 
Aratturai and directed them to present Campantar with an umbrella, 
a pearl palanquin and ‘cinnam or horns, kept within the temple 
(197). Siva appeared also in the dream of Campantar to request 
him to accept His gift (206). Hymn 90 of the second Tirumurai 
was then sung when he accepted the gift according to Periya- 
purāņam. 


The *uģanayanam” ceremony of Campantar was duly per- 
formed according to the Vedic rites, but he emphasized on that 
occasion about the greatness of Paficaksara (266), the mantra 
of the Saivites, by singing hymn 21 of the third Tirumurai begin- 
ning 'Tuācalum tuūcalilāta poltum". Hearing of the fame of 
Campantar, Tirunāvukkaraccar came down to Cikkali and lived with 
him for some days (273) before he left on his pilgrimage to the 
temples (274). Campantar, when he went round the temples, 
once came to Tiruppáccilaccirámam where the chief Kollimalavan 
brought his daughter suffering from epileptic fits or Muyalakan 
to the presence of Campantar (217) who sang the hymn begin- 
ning with * Tunivalar tinkal 198 and cured her of the disease. He 
reached Ceikunrūr (324) where probably people were accustomed 
to suffer from a kind of hill malaria. His followers had an attack 
of his fever. He sang the hymn beginning with **Agvinaikkiv- 
vinai”, 169 when all his followers as well as others became 
whole (336). Whilst he was nearing Z?ruppatticcuram (391), it 
was so hot that a Sivagaņa held up a canopy of pearls over his 
head (392), a conopy which came down to be caught by the follow- 
ers of Campantar (394). Hymn 73 of the third Tirumurai was then 
In the last verse, the words, “Pantamuyar vitum nala 
perhaps there was another reading "Pantra 
his story of the pearl canopy might have 


sung. 
Patticcuram”” occur; 
uyar” from which t 


arisen. 
168. 1: 44: 1. 
169. 1: 116. 
T. 125 
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Whilst Gampantar was at Tiruvāvafuturai, his father was desir- 
ous of performing a sacrifice for which he wanted money (422). 
Hymn 4 of the 3rd Tirumurai where he rhetorically asks of the 
Lord, “Is there nothing to be given?" is said to have been sung 
on this occasion, when it is said a Sivabhūta placed a purse of 
1000 coins on the pedestal (426). Campantar went to the place 
of Tirunilakanta Yālppāņar's mother, Viz., Tarumapuram (444) 
and Panar’s relatives were so proud as to claim all the popularity 
of Campantars hymns for the musical talents of Payar (445). 
Pünar felt so miserable that he begged of Campantar to sing a 
hymn which cannot be played on the yal. Pāņar was about to 
break his musical instrument when he could not play the 
*Yalmüri hymn on his ya? but Campantar begged of him to resist 
that attempt (450-52). On his pilgrimage to various temples, 
Campantar came to Marukal where he heard the lament of a 
maiden who had eloped with her beloved who was unfortunately 
bitten by a snake. Moved by this tragic situation, Campantar 
sang the hymn, *Gataiyāy enumal"!'* to bring back the dead man 


to life (482-83). At the instance of Ciruttontar, he worshipped 


at Genkāttankuti. He met Tirunāvuakaracar at Tiruppukalūr 


(492-93) and went to Tiruvārūr to worship on the Tiruvātirat 
day (496). At Tiruvīlimilalai he had a vision of the Lord of 
Cikali (555). Whilst these two saints were staying at Tiruvili- 
milalai a severe famine raged in the country. The saints got a 
coin each from the Lord of the temple to feed their followers. 
At first a coin on which a commission had to be paid, was given 
to Campantar and therefore Campantar sang!? begging the Lord 
to give coins on which no commission need be paid (570). Both 


the saints then reached Tirumaraikkatu (575) where Appar sang 
a hymn for opening the gates of the temple (582) whilst Campantar 
sang one to close them (587). 


Whilst staying there, people from Malina ame to inform 
them of the persecution of the Saivites by heretics. Appar offered 
to go, lest the heretics should do ee ti ppar E 
also pointed out that it was not an auspiciou i tā Pdf jere- 
upon, Campantar sang the 'Kolary py rns (616). Th sint 
SUE EE er was auspicious to the f, E MI 
170. 1: 136. Br 50 : 


171. 2: 18. 
172. 1: 92. K 
173. 2: 85. 
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Kulacciraiyār, the minister and Mankaiyarkkaraci, the queen 
welcomed him to Maturai (660) when he sang a Aymn."^ On 
the night of his arrival, the heretics by their black magic, set fire 
to the mutt (700), where Campantar and his followers were stay- 
ing. Knowing this, Campantar sang the hymn 3: 51, ordering the 
fire to catch hold of the Pandya in the form of fever (705). The 
pain was so unbearable that the Pandya consulted his minister 
and the queen who explained to him that all this was due to his 
friends trying to set fire to the mutt (719). The king sent for 
Campantar (723) who, however, went to the temple for knowing 
the will of the Lord as to his entering on a debate with the here- 
tics by singing the hymns 3: 47 and 3: 108. After knowing the 
will of the Lord, he went to the palace and when the Pandya 
asked of him his birth place (753), he replied by singing the 
hymn 2: 70. The heretics, were all in anger and even the queen 
became nervous when Campantar re-assured her by singing the 
hymn 3: 39. The heretics undertook to cure the left side of the 
king and Campantar, the right side of the king. Campantar sang 
the hymn on the sacred ash and cured the fever on both the 
sides, when the heretics felt helpless (766). "The heretics pre- 
ferred the magical contest of fire and water from whichjthe cadjan 
leaves containing the truths of their respective religions should 
escape. Campantar took out the hymn of Tirunallàru/?5 from 
his collected works and threw it into the fire (783) and sang the 
hymn, ‘‘Talarila vanamulai”.1"" Whilst the cadjan leaf of the 
heretics was burnt to ashes, the leaf of Campantar remained fresh 
(789). Then followed the ordeal by water. The hymn “Valka 
antanar?178 was written on a cadjan leaf and thrown into the 
waters of Vaikai. Whilst the cadjan leaf of the Jains rushed away 
with the current, Campantar’s leaf travelled against the current 
and reached ‘Tiruvétakam’ (850) where Campantar sang.7? Cam- 
pantar refers to the cadjan leaf reaching, Etakam, "Ētu cenranaitarum 
Ētakam” in the last verse of his hymn. How a temple was built 
iles and how the place itself came to be called Ētakam even 


whilst Campantar was singing the hymn when the cadjan leaf 


travelling against the current are not made clear. 


174. 3: 120. 
175. 2: 66. 
176. 1: 49. 
177. 3: 87. 
178. 3: 54. 
179, 3: 32.- 
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The heretics — the *ātatāyins — were impaled as a punish- 
ment for their crime of setting fire to the living quarters of Cam- 
pantar and his followers (855). It is not clear how this tradition 
grew, for prior to the song of Nampiyantir Nampi, we do not hear 
anything about this story. One modern writer has printed a 
verse of Campantar with the reading, “‘Cirankalaic cinta vātu ceyyat 
tiruvulļamē” — ‘Is it your wish that the heads of the heretics 
should roll down?” instead of the old reading, **Tirankalaic cinta 
vatu ceyyatliru vulļamē” — ‘Is it your wish that I should debate 
with the heretics bringing their capacities to nothing?" Perhaps 
some such reading or misundersting was responsible for the 
growth of this tradition. 


After this, Campantar went to the temples in the Cola coun- 
try and once when he had to cross the river Kaviri in a boat with- 
out a boatman, he sang the hymn “‘Kottamé kamalum’? (898). 


The word ‘‘Cella untuka” occurs in every one of the verses and 


the sixth verse speaks of ‘“Otamvantanaiyum Kollampūtūr”. 


“Otamuvantanaiyum’ is the description of that place as much as 
A > . . 
*Āruvantaņaijum” and other phrases which occur in other verses. 


It 1s, however, on this description that the tradition had grown. 


When he reached Potimankai (904), the seat of the Buddhists, 
QNS Buddhanandi (906) opposed him and one of his followers went 
to write his verses on the cadjan leaf sang the verse *:Puttar Camaņ 


9 3 . . 
kalukgavyar” ki wher it is stated that the Paūicāksara was the 
weapon against the enemies of Saivities. 


"E We are told that the 
Buddhist died of a lightning shock (909). 


Campantar came to meet Appar at Tiruppunturutti (929) 
where unknown to others, App 


. ar carried the palanquin of Cam- 
pantar along with others (934). Campantar was shocked to learn 
this and got down from the palanquin to embrace the elder saint 
(936). After taking leave of Abpar, Campantar went to the tem- 
ples of Toņtainātu (945). 


At Tiruvēttūr, he fou 
i ; nd all the palmyras 
planted becoming male ones (978). He sang the hymn ‘Pattern 


tāyana'.? In the last verse he S 

: rs Speaks of «Kuru ipai à nai in 

Zr? Ihs d turumpai an panar v2 

Pa Ottūr”. taa it is a beautiful description of the freak 

of nature around which a tradition had grown. At Tirumayilāp- 
180. 3: 6: 1: 


181. 2: 22: 10. 
182. 1: 54. 
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pir, one Civanécaccettiyar had a daughter by name Piimpavat 
(1044) whom he wanted to give away to Nānacampantar, But she 
unfortunately died of snake bite. Her poor father preserved her 
bones in a pot which he placed before Campantar on his visit to 
Mylapore. Campantar sang the ‘Pimpdavaippatikam’83 and out 
of the bones rose a beautiful damsel back to life (1090). Having 
brought her to life he explained that he was in a sense her father 
and therefore he could not marry her (1114). Campantar returned 
home and his parents in spite of his refusal, insisted on his marry- 
ing the daughter of Wampāņtār Nampi (1161) at Tirunallarp- 
ferumaņam. — Tirunila nakka Nāyanār acted as the priest (1239). 
Whilst coming round the fire along with his wife, he sang the 
hymn! * beginning with *JVallürpperumanam! and all the assembly 
disappeared as it were into the light. He sang the Paficaksara 
hymn beginning with ‘Katalalaki’4® ordering all to enter into the 
light to attain salvation including Tirunilanakkar, Tirunīlakaņtayālp- 
panar, Murukan, Nampantar and Civapata Irutayar, on that Vaikāci. 
mūlam day. 


The Kannada and Sanskrit traditions are summarized as fol- 
lows: "'Tirujüüna Sambandhi-pille nayamár was a Brahman Sai- 
vite famous for his Tamil songs in praise of Siva. He is considered 
an Avatar of Siva. He cured Kubjapandya, King of Madura, of 
his fever which Jinaséna and other Jaina devotees of his time 
could not cure with all their Jaina spells and charms, and thus 
persuaded him to embrace Saivism again. He paid a visit to Gaja- 
raūya and worshipped the Linga which was set up there by Rak- 
tākshachēla, son of Subhadéva, King of Chélas. Vāgīša, Nila 
nagna, Skandanāthā, Kulapaksha, Haradatta and others were his 
contemporaries. At his request, Tirumanghayālvār, one of the 
celebrated Vaishnava saints, anterior to Rāmānujachārya, paid a 
visit to a Vaishnava temple in Madura. Vādībhasimha, a cele- 
brated Jaina scholar, is said to have disputed with Sambandhar on 
the merits of Saivism’.18° We have already pointed out that in 
this tradition various great men who had lived in different periods 
are brought together as is often done in the stories of other great 
men like Sankara. Vādībhasimha, who is the author of Gadya 


183. 2: 47. 
184, 3: 125. 
185. 3: 49. 


186. Mys. Arch. Rep.» 1925, p. 8. 
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Cintamani, is considered to have lived during the region of Rāja- 
raja II of the 12th century. 


One of the Dūrāsuram sculptures gives a representation of the 
story of Alutaiyapillaiyar (Campantar). We have on the right, an 
elderly person with a beard and a sacred thread and with a tuft 
of hair knotted to the left. He is placing his left hand on the hip 
and holding a stick in the right hand as it were in the act of 
beating. A child stands in front with a vessel in its left hand. 
On the left appear Siva and Parvati on the sacred bull. This 


depicts the story of Campantar pointing to the Lord after having 
drunk the milk.15? 


We have thus seen the story of Nénacampantar developing 
from time to time; but the references in Ārūrar's hymns are crystal 
clear about the life of Campantar as Ārūrar's had known it. We 
had given references to Campantar's verses where the great saint 
„describes his own experience and his own message which must 
have moved drūrar to such a great extent as to speak of himself 
as simply following in the footsteps of Campantar. The references 
in drürar's hymns seem to suggest that Campantar was the leader 


of an important school of thought and worship which Arirar fol- 
lowed. 


The 83rd sūtra of Narada Bhakti Sūtra is important from this 
point of view: “Thus the teachers of Bhakti unanimously declare 
without being in the least afraid of public criticism — the great 
teachers Kuamāra, Vyasa, Sukha, Sandilya, Gārga, Visnu, Kaun- 
dinya, Sésha, Uddhava, Arii, Bali, Beraman, Vishisam and 


others". The work, ‘Narada Bhakti Sūtra is assigned to the 12th 
century and the teacher Šēska mentioned Toda is sometimes 
iaten noice as referring to Rāmānujācharya. In that case, itis 
tacu om whether Kaundinya may not refer to Jiüanasam- 
Marek T U in (Kaundinya) in many of his 
verses. If this interpretation is correct cdd m la ae 
head of a school of Saivite Bhaktas NO. pantar mus d 
praise of God. g in singing hymns 1 


II 
The 29th saint is Eyarkon Kalikķā 
am 222 
Ārūrar are ""Eyarkēn Kalikkáman Aa on E pue 
z yen c am 
187. Annual Report of Epigraphy 1919.20, py a 
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servant of the servants of Eyarkon Kalikkāma Nāyanār. ‘Eyar 
is the Tami] form of the word ‘Haihaya’. Therefore, Eyarkon will 
mean the Haihaya chief. The Haihaya chiefs are mentioned in 
inscriptions as Haihaya kónas.188 The Haihayas are mentioned in 
inscriptions as having been defeated by the Chalukyas.189 The 
rulers of Tirukkovalür were Malayamans from where the great 
patron Malayaman of the Cankam age ruled and they called them- 
selves Malayamans after that great patron of Tamil. 


In the age of the later Colas, we find them calling themselves 
Cétirayas and Kovalarayas. Of the former title, Prof. K. A. Nila- 
kanta Sastry writes, “It is evident of the new tradition that was 
growing by which these chieftains sought to establish a connec- 
tion with the Haihayas of Cédi at a time when all ruling chieftains 
were busy finding a purdnic pedigree for themselves’’.19° But the 
tradition is at least as old as the age of Arürar, where we find this 
name Eyarkon.  Meypporul Nāyaņār is called Malātarkēmān and 
Cētivēntar (Periyapuràmam) but unfortunately, the native place 
of Ēyarkēn is not given by Árürar or Nampiyaintar. Are we to 
assume that from the term Eyarkon, his native place can be nothing 
else than Tirukkovalur. Ārūrar mentions Eyarkom in the hymn he 
sang on Tiruppunkür! and Cékkilar makes Ttrupperumankalam near 
Tiruppunkiir on the north bank of the Kaviri, the native place of 
this saint. JVaracinkamunaiyaraiyar will appear to be another chief 
of this family. The other part of the name Kalikkamar is also a 
problem for historians. We had suggested that the term Ka 
might refer to the Kaliyaracar or Kalabhras. Kalikkaman may either 
mean a member of this royal family who had the proper name 
Kaman. As this saint is called Eyarkon, he cannot be said to be- 
long to the Kali family as well. Kalikkāman, therefore, had to be 
taken to mean a partisan of the Kali family as opposed to the 
name Kalippakai, the enemy of the Kalis, a name borne by that 
chieftain who was betrothed to the sister of Tīrunāvukkaracar, who 
as a chieftain probably of Simhavisnu, conquered the Kalabhras. As 
Prof. Nilakanta Sastry points out, some of the names and titles 
imply close dynastic connection among these different families of 
feudatory rulers, so that a member of a particular family is found 


188. 513/1892; 520/1893. 
189. 248/1896, 491/1893, 186/1893, 234/1898, etc. 
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to assume the title of another family or families. One Malayaman 
as the Professor points out calls himself a Vanakulardyan and ano- 
ther Malayamān calls himself a Pallavarāyan. In this light, a mem- 
ber of the Kali family may assume the title of Haihaya. It is 
interesting to note that there is a cily named after Kalikkūma, the 
famous Kalikkāmūr sung by Campantar. In the 8th verse of this 
hymn, Campantar refers to a king with the serpent crown ruling the 
world from Kalikkāmūr: Ur aravam talai mi] mutiyān oli nir ulakantu 
kar aravak katal cūļa valum patiyam Kalikkamür" 399. This Kalikkamūr 
is a city on the sea coast founded by a Kalikkaman, anterior to this 


Ēyarkēn, as it is sung by Campantar who must have lived at least 
a generation before Ārūrar. 


Ārūrar refers to this Éyarkon in another place, the Tiruppunkur 
hymn, already referred to: “Eta nannilam (Ētamil nilam?) īraru vēli 
Eyarkon urra irumpimi tavirttu 194 —'You have removed the great 
ailment from which suffered that Eyarkón of 12 vēlis of land of no 
fault. The reference to the 12 velis has been referred to in the 
previous verse of this 5ymn.95 ‘The whole world forgot the rains. 
There is no water in the fields. We will give you a big plot of 
land. Save us'. This was said. "The white clouds of lustre spread 
all round. There was a great flood. "This danger was also aver- 
ted. God received again 12 vēlis of land. Seeing this act of 
Grace, I have taken refuge in your feet, O, Lord of Tiruppunkūr. 
This is the idea conveyed in this verse. Nampiyantar Nampi explains 
this story as an incident in the life of Eyarkon.19$ He speaks of the 
Lord getting one set of 12 vēlis perhaps for saving the lands from 
the floods. The ‘fila’ or fault, mentioned in this verse by Nampi- 


yantar Nampi and ‘pin’ or ailment mentioned by Nampi Ārītrar pro- 
bably refer only to the floods. 


The word ‘pimi’ is given its full force in this story of Eyarkow 


ss by Nampiyantar and Cēkkilār. It is the chronic colic 
pain from which Eyarkon is said to 


pe have suffered. Ēyarkēn was 
opposed to rūrar, because the latter made the Lord his errand- 
boy, carrying messages to Paravai. In order God to bring about 4 
192. 3: 105. 
193. Ibid., 8. 


194. 7: 55: 3. 
195. 7: 55: 2. 


196. Koyil Tiruppanniyar viruttam, 54. 
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reconciliation between these saints, God informed Kalikkamar that 
Ārūrar would cure him of his colic pain. The heroic Kalikkamar 
preferred to die rather than meet his enemy, and ran a scimitar 
into his stomach—This is all the story that is found in Nampiyin- 
tar Nampi.!%" But Cēkkilār continues: drūrar as directed by God 
came to Kalikkamar’s place only to learn of his death and he was 
so much overcome with grief that he attempted to cut away his 
own head. God brought Ēyarkūn to life and this saint went to 
prevent drūrar committing suicide. Thus these two great saints 
became very good friends. 


The Dārāsuram sculpture represents this version of the story. 
Plate 6, figure 44 gives a copy of the sculpture with the name 
inscribed as Eyarkon Kalikkāmāntār. On the right half we find 
Eyarkon lying down on a cot with the death inflicting scimitar. 
On the left half are found two persons, one, Arürar trying to run 
his sword into his body and the other, Eyarkón, catching hold of 
Arürar's hands and preventing him from committing suicide. The 
Sanskrit and Kannada traditions refer to this saint as Kalikkama 
Nāyanār, the commander of the army of the Cola king and the 
son-in-law of Manakanjanadiso — two facts mentioned by Cēkkiļār 
also. This saint is said to have taken a vow not to see the face 
of Sundara (Ārūrar) at all costs for the reason that the latter was 
in the company of prostitutes. 


III 


The 30th saint is Tīrumūla Nāyanār. The words of Ārūrar are, 
** Nampiran. Tirumūlanatiyārkkum atiyén’? —*I am the servant of the 
Servants of our patron and Lord Zirumulan".*5 Whilst Ārūrar 
describes Campantar as Empiran, the patron and Lord of his line 
of school, he describes Tirumilar as Nampiran, ‘the Lord of us all’. 
The great work of this saint, the quintessence of Agamas and Yoga 
— Tirumantiram — is available. Nampiyantar Nampi states that 
Tirumülar entered the body of a cowherd of Cattanar and praised 
Siva according to the Vedas.1*? Cekkilar gives a more detailed story. 
One of the Vadic and Yogic disciples of Nandi of Kailas after achie- 
ving siddhis started on a southern tour to meet his friend Agastya 
at Potiyam mountain. Worshipping on the way at Tirukketaram, 


197. Tirut. Tiruvantati, 35. 
198. 7: 39: 5. : 
199. Tirut. Tiruvantāti, 36. 
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Nēpalam, Avimuktam, Sri Pargatam, Kalahasti, Alankatu, Ekimparam 
(Kafici), Tiruvatikai and Tillai, he reached Avatuturai. Suddenly 
an idea struck him. He met a herd of cows in a sorry plight al- 
most in tears standing round the dead body of a cow-herd, Malan 
by name, of Cāttanūr village. The yogi taking pity on the cows, 
left his body in a safe place and entered the corpse. The cows 
were happy at what they thought as the return of their cow-herd. 
When he returned to the house of Milan, he refused to cohabit 
with the wife and when she complained to the people of the 
village, they advised her not to think of her husband any more as 
he had become a yogi. When he searched for his old body it had 
disappeared. He realized that this was God’s will and that God 
had meant that he should sing Tamil. He went to Tiruvavatutuzai 
to remain in a yogic contemplation under a Bodhi tree giving ex- 
pression to his spiritual experiences at the rate of one verse a year 
for 3,000 years whereafter he returned to Kailās. His work is 


called Tirumantiramálai or the Tamil Mūvāyiram. This Tirumantiram 
was added on as the 10th Tirumurai. 


"This Tirumantiram, divided into nine tantras, is said to sum- 
marize Agamas, Tantra being another name for the Āgama. The 
first Tantra brings out the fact that Saivism is an ethical religion. 
The second Tantra explains certain purāņic stories bringing out 
their mystic significance and describes the five-fold function of 
Siva and the three classes of jīvas. The third Tantra gives us the 
yogasastra based on the author's own experience. The fourth is 
the Mantra Sastra explaining ‘Ajapa’ 


: : mantra and other cakras. 
The fifth describes the different forms of Saivism, Suddha Saivam. 


Asuddha Saivam, Marga Saivam, and Kadum Suddha Saivam- 
Ašuddha Saivam Consists in following certain practices; Suddha 
šās consists in the realization of the true row ledge: Marga 
Da qd a realization; Kadum Suddha Shite does 
not care for external characterist 
perhaps like many of the saints of Periyapuranam. It also explains 
four sādhanas and the Sat, Sakha, Satputra edi Dasa Margas. 
The sixth describes Siva as Guru and the mecettitviron His Graces 
The seventh describes the esoteric sadhanas fa h the six 
Pd dk bU ons. ata Jogamudras. The ei a fers to: 
the avasthas and explains thedawn of div i e eight refers à 
out the glory of Siddhānta in relat € knowledge and bring 
thought. The ninth Tantra is a 


ics but goes straight to Siva 


n exposition of samādhi, or the 
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final realization, the attainment of Ākāsa and the significance of 
divine dance. 


Tirumülar mentions his nine Āgamas as Kāraņam, Kāmikam, 
Viram, Cintam, Vatulam, Vyāmaļam, Kalottaram, Supram and 
Makutam.  Tivükaram and Piükalantai, the Tamil Lexicons, give 
the names of some more Agamas. It will be seen that 
more and more Agamas were. becoming popular in the 
Tami} country and from the story of Meypporul Nāyanār, 
we learn that Saivities were anxious to discover more and 
more Agamas. Dr. V. V. Ramana Sastri of Védaranyam 
sees in the Tirumantiram, the Pratyabhijüà Darsana of Kashmir, 
perhaps because of the story of Tirumūlar coming from Kailas, 
though he admits Tirumülar must be anterior to Sēmanātha and 
Abhinavagupta, the great  expounders or Pratyabhijūā in 
Kashmir. As Tirumülar speaks of the six darsanas (v. 1530 
etc.), he must be posterior to the authors (the rsis) of these, and 
also to Lingapuranam (vv. 347-352) and Viravatula, held in great 
reverence by the Vīramākēšvaras, whose cardinal tenets of Sad 
Sthala Vivécana, are explained in the seventh Tantra. Tirumilar 
was the first to write these truths in Tamil: *"Mūlanurai ceyta 
mūvāyiram Tamil" (V. 99); “Ennai nantaka itaivan pataittanan - 
tannai nanrākat tamil ceyyumārē” V. 81); *Mālānkanē inku yan 
vanta karanam Nilanka mēniyāļ nérilatyalotu mulankamaka molinta 
tirukkūttin- cilanka vetattaic ceppa vantēnē” (77); “Nanti inatyati 
nantalai mērkoņtu puntiyin ullé pukaģpēytu potticeytu anti mati- 
punai aranati nātorum cintai ceytu akamam ceppalurrene" (73). 
Tirumūlar refers to the patni cult (532) and, therefore, must have 
come after the Kannaki cult had become popular. In describing 
the temples, he speaks of brick and not of stone (1719, 1720) and, 
therefore, he must have lived before Mahéndravarman I. Verse 1721 
refers to crystal linga and Bana linga but these are natural ones as 
distinct from the chiselled ones. Preservation of temples is accord- 
ing to Tirumūlar the duty of the king (515-519). Therefore, he 
must have lived in an age when kings like Koccenkanan had started 
building temples and endowing them. He also refers to the great 
sin of speaking ill of J#anis and atiyars (537-538) MODAN cikos 
‘Usana Samhita’ and such other books were written to condemn the 
Pāšupatas and heretics, unfit for commensality, perhaps somewhere 
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about the 4th century A.D. In another place Tirumūlar speaks. 
of five Tamil Mandalas (1646), probably referring to Cola Pandya, 
Cēra, Tonda and Konkumandalas. Dr. V. V. Ramana Sastry men- 
tioned above fixes the age of Tirumūlar as the Sixth century. To 
prove that Tirumantiram is very old, Mr. V. S. Chengalvaraya 
Pillai has pointed out that Tirukkural, Nalati and Tévaram of: 
Appar, Campantar, and Cuntarar, and Tiruvdcakam contain echoes 
from Tirumantiram2™ though we do not find any specific refer- 
ence to Tirumūlar in these works except in Ttruttoņtattokai. The 

Sanskrit and Kannada traditions will make him a Vaisnavite of 
Northern India entering into the corpse of a cow-herd when he 

wandered through South India. His Vaisnavite wife was sur- 

prised at his incessant utterance of the word Siva and thought 

that he had become insane. Having turned out a Saivite he is 

said to have attained the abode of Siva at the close of his life. 


IV 

The 3lst saint is Tantiyatikal and the words of Ārūrar are, 
“Nattamiku Taņtikkum (Mūrkkarkkum) atiyé&" — ‘I am the ser- 
vant of Tanti of growing eyes (and Markkan)’. “Having no eyes 
he began digging a tank for Siva with the help of a rope to show 
him the way and the limit; the Jains laughed at him and lost their 
eyes whilst Tanti got his eyesight. He is the hero of Arar? — 
Thus sings Nampiyantar Nampi in his Tiruttontar Tiruvantāti — 
V. 37. The Sanskrit and Kannada traditions speak of him as Dan- 
diyadighanāyanār or Dandibhakta and refer to his digging a well 
and receiving his eyesight but not to the mocking Jains losing 


their eyes. Cékkilar’s story is more graphic. - The temple tank 
of Tiruvarür became shorter on lts western s 


à ide because of Jain 
mutis, there. Blind Tanti resolved to ath J 


Tanit pl d sti e tank on that side. 
anit planted sticks or pegs and a guiding Gone’ across, them to 


mark the straight line of the bund up to which he had to dig. 
The Jains protested saying that TA à a 
the futile attempt of his. Unable to erable insects would die in 


bear the insult, he threw out 
a challenge that they would lose their eyes inte he would be 
blessed with eyesight. They acce 
in an angry mood they gs, the rope and the shovel. 
d act asa judge. When the 


201. P. 45 of Tiruppanantāļ edition of Tirumanti 
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saint received his eyesight his enemies had to vacate the city. It 
had already been noted that Tanti was a contemporary of Nami- 
nanti. All these stories give us a picture of the Jaina-Saiva con- 
flict of that age. Tanti was so called probably because as a blind 
man he walked with a stick. Tanti is a popular namē in South 


India for we know that great Sanskrit writer Dandin belonged to 
the Pallava Court. 


V 


The 32nd saint is Mūrkka Nāyanār. Ārūrar, as already men- 
tioned does not give any particulars about the saint except his 
name. Wampiyāņtār makes him the king of Tiruvērkātu, who 
gambled at Kutantai or Kumpakonam and gave away all the pro- 
ceeds to Saivites. Cékkilar makes him a member of the Velan 
community and we know that the members of the Vélan commu- 
nity became important as chiefs. According to Cékkilar this saint 
lost all his wealth in feeding Saivites and, therefore, had to pro- 
cecd to the Ampalam in Kumpakonam for gambling. Because he 
used his sword freely against those who opposed him perhaps by 
playing false, he earned the name of Markka. Cékkilar adds that 
he did not take a pie of this gambling money for himself. The 
Sanskrit and Kannada traditions know nothing except his gambling 
and feeding the Saivites. Apart from showing the extent to which 
the Saivites of Arürar's age could go to forgive a Bhakta and praise 
him, this story gives a picture of a confused state of the Tamil 
country from Tiruvērkātu in the north to Kumpakonam in the 


south. 


VI 


The 33rd saint is Cēmācimāra Nāyanār. Ārūrar's words, are, 
““Amparan Cēmāci Māranukkum atiyen”—‘I am the servant of 
Cēmāci māran of Ampar’. Cēmāci is another form of Somayàji, 
one who has performed the Somayajfia or Sēma sacrifice. There- 
fore, he must be a Brahmin. His proper name, therefore, must be 
Maran and this shows that Vēdic Brahmins bore Tamil names like 
Maran and they became great Saivite saints. It may be that 
Gömāci Maran had some connection with the Pandyas who were 
called Marars. Nampiyantar Nampi describes him as a Brahmin 
who would not open his mouth but for Paficaksara and who was 


a great friend of Arurar...Cékkilar speaks of his going to Tiruvarür 


to become a companion of Nampiyārūrar. The tradition, however, 


= 
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went on developing and the later sthalapuranam gives further 
details about this saint for emphasizing the Saivite rejection of 
caste rules — details of which are also referred to in the Sanskrit 
and Kannada traditions: 'Sēmāsimāranāyanār or Sēmayāji was a 
Brahmin Saivite whose sacrificial hall was deserted by all the 
Brahmin priests in a body when in the middle of his sacrifice he 
fed a Chandála Saivite and his wife in the sacrificial hall. When, 
however, Siva appeared in person before the sacrificer, the priests 


returned and finished the sacrifice, as if nothing happened to pol- 
lute ita: 202 
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CHAPTER VI 


VARKONTA VANAMULAIYĀL CARUKKAM 


I 


The sixth verse begins with the phrase ‘Varkonta vanamulai- 
yal, the name of the Carukkam in Periyapurünam describing the 
lives of the saints of that verse in Tiruttoņtattokai. The first saint 
mentioned in that verse — the 34th saint in the list — is Cakkiya 
Nāyanār. Ārūrar's words are, “Varkonta vanamulaiyāļ Umai- 
pankan kalalé maravātu kallerinta Cakkiyarkkum atiyēn”” — ‘I am 
the servant of the Cākkiya who without forgetting threw stones 
at the feet of the Lord who shares His body with Umāof beautiful 
sash-bound bosom’. The reference to the Mother Goddess pro- 
bably had suggested that Kāiīcī was the place of Cakkiyar’s wor- 
ship. Cakkiyar means a Buddhist! but his native place is given 
as Cankamanka by Nampiyantar Nampi and Cekkilar who makes 
him further a Vellala. He came to Kaci, the centre of South 
Indian Buddhist learning from where went Din Naga and Dham- 
mapāla and where according to Mammékalai, her Guru, Aravana- 
vatikaļ resided. He was first captivated by the path of love and 
Dharma. The Buddhists emphasize four cardinal truths: (1) Duk- 
kha or misery, consisting in the cycle of births; (2) Dukkhotpatti, 
the cause of the misery, namely, attachments; (3) Dukkha nivā- 
rana, the removal of that misery, and (4) Dukkhanivāraņa mārga, 
the way of escape which consists in the non-attachment. Cekkilar 
points out that Cakkiyar returned to Saivism realizing the four 
great categories of Saivism: (1) the actor (i.e, the soul); (2) his 
acts or the karma; (3) the result of the act, and (4) the Lord 
who gives the results to the actor. When this realization arises, 
the path of love and Dharma became the path of Saivism and he, 
therefore, turned into the worshipper of Linga, the symbol of the 
Absolute, Since everything was Siva, he did not give up his Bud- 
dhist dress. One day the sight of the Linga moved him so much 


that even without realizing what he was doing, he threw, out of 


love, a stone at it. Next day, at the same place and hour, he 
E] 
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remembered what he did on the previous day and concluded that 
he must have been so moved by the Grace of God. He followed 
this practice as a religious ceremony of his own. One day, he 
forgot to follow this prāctice only to remember when he was 
about to eat. He ran and threw the stone at the Linga and God 
appeared before him at the Heavens. The story might mean that 
because of the great Buddhistic influence over Kai, our saint 
was afraid of changing his dress, but the Saivite world had not 
understood the story that way. Real Saivism was interpreted from 
„this story not to lay the emphasis on the outward show but on 
the inward love. It is his greatness of never forgetting the Lord 
that Appar emphasizes in referring to this saint, **Kalltināl erintu 
kafici tamunum Cakkiyandr  nellimàr cētuņāmē nil vicumpu āļa- 
vaittar":? “That Cakkiyar who took his Buddhist gruel after throw- 


ing the stone, the Lord made him rule the high Heavens without 
his eating the cooked rice of paddy’. 


“Puttan maravātēti eri calli 
putu malarkaļ ākkinānkān”:3 


(He is true to those who stand firm 
in the path of true Tapas, and he is false to those who act with 


an iron heart). ‘He made the small piece of stone which the Bud- 


dhist ran to throw without forgetting Him, the Lord had con- 
verted them into fresh flowers’. It is this greatness that Ārūrar 
must be having in his mind. The Darasuram sculptures represent 


this saint as a Buddhist with one cloth coming from the waist 


up to the heels, another going over the left shoulder across the 
chest from the waist upwards. He is seen in the act of throwing 
a stone at the Sivalinga in front of him The Kannada and San- 
skrit versions speak of him as Sakki or Sakya Nāyanār describing 
him as a Brahmin who embraced Šaivism in preference to Bud- 
dhism in which he believed for a long time and who made use 


of Stonesin worship when unable to procure flowers and incense 
to worship. 


j II 
me 35th saint is Cirappuli Nāyanār. The words of Ārērar 
anes “Greens babel equa Cirappulitkum cris». «1 am the 
servant oe ana among the munificent atrons of 
fame’. The name Cirappuli is taken as Sirapuli by die Sanskrit 
2. Ap. 49: 6. 
9. Ap., 266: 8. 
4. M.A.R., 1919-20, Pl., 5, fig. 43. 
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and Kannada versions and, therefore, translated as Nirédha- 
Sārdūla, which, therefore, makes him a warrior who entertained 
all the Saivite saints that went to his house, but what Ārūrar 
emphasizes is his munificence, Therefore, Nampiyantar makes him 
a Brahmin leader of Akkar which, as Cēkkiļār reminds us was 
praised by Campantar for the munificence of its residents.5 Nampi- 
Jümtar Nampi considers the greatness of the saint .to consist in 
honouring (Cirappu) the Saivites, thereby suggesting that Citappuli 
was so called because of the ‘Cirappw’ or honour he paid to the 
Saivites, ‘cira? being the root of 'cirappu! and *citappatu. The 
Dārāsuram sculptures represent this story with a picture of three 
persons one of whom is Cirappuli, the Brahmin, with a sacred 
thread while the other two are the recipients of gifts from him, 
The inscription underneath runs as Sirappuliandar.$ 


. III 


The 36th saint is Ciruttonta Nayanar. The words of Ārūrar 
are, “Cenkattankuti mēya Ciruttontark katiyén’? — ‘I am the servant 
of Ciruttontar of Cenkāttaūkuti. This Cenkāttaņkuti is in the Cola 
country. Nampiyantar Nampi speaks of this saint cutting away the 
body of his only child and feeding the Lord. 


Cékkilar gives the story of Ciruttontar in 88 verses. The 
saint is said to belong to the ‘‘Mdamattira’ community. Manusmyti? 
speaks of the Afahāmātras as great officers of state or chief minis- 
ters. Therefore, this saint must have been born in a family of 
hereditary state officials. According to Cékkilar his name was 
Paraūcēti and he was an expert in Sanskrit, the Science of medi- 
cine and in the art of war. All this knowledge, however, made 
him realize that the feet of the Lord are our final refuge. He led 
an expedition on behalf of his king against Vatapi (Badami) in 
the north region and razed it to the ground. When he returned 
victorious, the king learned that he was a great Bhakta and begged 
-of him to continue his service to Saivism. So, he returned to his 
own place, Cerikāttankuļi and worshipped at Ganapaticcura. His 
wife was Tiruveņkāttu Nankai and both of them made it a point 
to feed the Saivites before they dined every day. Though he was 
the greatest man of his time, he was so humble before the Saivites 


5. Camp., 2: 42. 
6. M. A. R., 1919-20, Pl. IV, fig. 29. | 
7. 9: 259. 
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that the people began to praise him as Cirruttontar. (The word 
‘Giru’ means small). He was feeling himself very small in the 
presence of Saivites. He was blessed with a child who was called 
Cirala Téva and he was sent to school in time. 


Siva came in the form of a Bhairava ascetic. His tuft of hair 
was allowed to flow down freely. Flowers of ‘tumpat’ adorned his 
crown. He had a circular mark of the sacred ash in his fore-head. 
A circular ear-ring made of the conch shell was dangling in his 
ears inside each of which was placed the *cevvarattai” flower. A 
neck-lace of crystal beads adorned his neck. He was wearing a 
black coat or a robe. He was wearing armlets, wristlets, anklets 
and waistband and garlands — all made of ‘rudraksa’. He was. 
wearing the jingling anklet (cilampu) in his feet. He was carry- 
ing right hand was making the ‘damarukha’ resound. When he 
came to the house of Ciruttontar, the latter was away from his 
house in search of Saivites to be fed that day. His servant maid 
Cantana nankai informed the Bhairava of this who, however, said 
that he could not say in a place where only women were staying. 
The wife of Ciruttontar also begged him to stay but the Bhatrava 


stated that he came from the north and he would be staying 
under the āttv tree at Ganapaticcuram. 


Ciruttoņtār, finding no Saivites, returned home with a heavy 
heart but on hearing of the new-comer, went to the ‘aii’ tree to 
beg of the Bhairava to dine with him. The Bhairava told Cirut- 
tontar that he used to eat once in six months only, and that, the 
only child of five years of age of a family. Ciruttontar said that 
it was nothing impossible. Their own child was brought from 
the school and he was cooked. Whilst cooking, they had thrown 
out the head of the child, which the Bhairava demanded at-the 
time when the food was served, Fortunately, the servant maid 
was ready with the cooked head and it wen eitis served. The 
Bhairava called upon Ciruttontar to bring in, his child to dine with 
him and ordered them to call the child. The father and mother 
of the child implicity obeyed the order and the child came as 
though coming from the school but by that time the Bhairava had 


disappeared. The Lord appeared with d 
the divine child Muruka on the ēdi rets: Goddess an 


and all the four, the father, the moth 
woman were taken to the abode of $ 


bull high up in the heavens 


Pb the child and the servant 
iva. 
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One of the sculptures of Darüsuram8 represents this. The 
lower right hand portion represents the holding of the child to be 
cut and to be cooked. The lower left portion represents the Bhai- 
rava seated before the food served in front of him and his order- 
ing the child to be called. The upper right half represents the 
mother calling the child and the rushing in ofthe child. The 
upper left half represents Parvati and Paramēšvara on the sacred 
bull. There is no Muruka or child God with Paramēšvara. 


The Sanskrit and Kannada traditions speak of him as Sirut- 
toņģanāyanār or Dabhrabhakta. He is made therein a general of 
a Chéla kind destroying the fort of Vatapi, capturing its king 
(Pulakési II) alive to be surrendered to the Chola king together 
with an immense quantity of treasure. His son is called Siriyala 
or Srīlāla, evidently a corruption of the name Cūrāļa. As in Periya- 
purāņam, the general is said to have slain and offered his son's 
flesh to a Saivite guest whilst Siva, pleased at this restored the son 
to life again. 


The story of the horrible dinner is referred to by Nampiyantar 
Nampi.2 Pattinattatikaļ mentions this in his Kēyil Wānmaņimālai;1? 
*Ninmutal valipatat tanmakan tatinta — tontar manaiyil untal 
fērri”. Therefore, this story must have been popular even before 
the times of Nampiyantar and of Paftinattār. Details of the prepa- 
ration of this food according to Dr. Rajamanikkam have been 
taken by Cēkkiļār from Tillai Ula. This work is not completely 
available. Late Mr. Ulakanātapiļļai having printed” the portions 
which he had secured we have in two places, the story of Cirut- 


tontar referred to. 158th kanni runs as follows: 


** Mutittontan 
Kontirunta pālakanai kūcāmal kūrākkak 
Kantirunta cenkamalak kanmünzum" 


«The three red lotus-like eyes which without any shudder were 
looking at the crest jewel of a Bhakta cutting to pieces his own 
child”. The next reference occurs in the description of the ‘manka? 
who falls in love with the Lord. The mother despairs of the 


8. MA.R., Pl. 5, fig. 42. 
9. Tirut. Tiruvantati, 43. 

10. V. 40. lines 29-30. 

. Periyapurana Ārāicci-Tamil, page 190. 
12. In Tamilppolil, Vols., 12 and 13. 
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cruel hearted Siva ever returning the love of her child. —Kammis 
from 197 to 202 run as follows: 


< Mātavam ceytiruntu vālvār akattizpoy 
Pātakam ceyta pavalamum — Katalittup 
Perror pitittariyum pillaikār pūccatankatc 
Cirrócai kēļāt tirucceviyum — Perīēr 
Cirucantu menkuranku ceytārkaļ enzum 
Karikantu kūcāta kannum — Piravitanil 
Parrilērk kelļām pataikkum talai iraiccip 
Perrilom ennum perumpaciyum — Carriranka 
Vannefica mumutaryan valvinaiyēm perretutta 
Annam patuva tarivarē — Munnam 
Arinta makavat alaippittar — Mintum 
Purintu nakaiceytu ponar" 33 


*He is the Lord, of those ruddy feet which once upon a time walk- 
ed along *Cenkotw with the bemoaning anklets resounding all 
round of the coral (lips) which performed the great sin (i.e., asking 
for the flesh of the child) in the house of the people of self-sacri- 
fice, of the beautiful ears, which turned deaf to the wee little 
twinkling of the bells adorning the tiny feet of the child which 
was cut to pieces by his own parents full of love, of the eyes 
which never shuddered to look at the dish of the soft thigh and 
tiny joints cooked by the parents, of the great hunger, regretting 
that the head had not been secured as food, of the hard heart 
never relenting even for a moment. Will He know the sufferings 
of my child, He who made them call the very child which they 
had cut into pieces, He who again laughed and went His way’? 


Even in this Ula, there is no reference to the servant-maid 
Cantata nankat and her preparing or cooking the head and having 
it ready for the Bhairava. Therefore, it can’t be said that all 
the details found in Cēkkiļār are traceable to this Ula; nor, it is 
comeet pO Say that this Ula is anterior to Kulottunka IL Dr. 
Re jamanikiag iycertainly Wrong in assuming that there is no 


reference to this king who, he thinks Lh. 
Ww = 
lar. The 65th kanņi!t refers to the > Was a contemporary of Cēkki 


z : Cola who gave Visnu the blue 
sea for sleeping therein and we know : ana, 
who threw the image of Govnidarā;, MIGS es Kuna I 


a of Citamparam into the blue 
13. Kannis, 197-202. 
14. Vol., 12. 
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sea. These considerations conclusively prove that this Ulā be- 
longs to the age of Kulottunka II. Gaņdēšvara is believed in the 
Saivite tradition and Agamas to perform the festival of Siva. 
The actual person performing the festival usually stand by the 
side of Candésvara as his agent and servant. The same idea, is 
brought out in the 65th and 66th kanņis, *€Taņtuļāy mālat tikiri 
marakatamēkam luyila nīlak — katalalitta nériyamum mēloru nāļ, 
tantat iru tāļ tunitta kait tirumuniyum vantu carana malar 
pērra”. 9 


Though Pattinattār and WNampiyāntār knew about the tradi- 
tion of this horrible dinner, the verses of Arürar and Campantar 
are silent about this incident. Campantar was a contemporary of 
Ciruttontar and we have his hymn on Ganapaticcuram built by 
Ciruttontar at Cenkattankutii The very phrase which Ārūrar 
has in his Tiruttontattokai, “‘Cenkattankuti méya  Ciruttontar" is 
bodily taken out from the opening verses of Campantar’s hymn, 
*Cenkattankuti maya Ciruttontan pam ceyya”.5 The Ganapatic- 
curam temple is called Ciruttontan Ganapaticcuram, leaving no 
doubt in our mind that the temple was built by Cizuttontar. 
Ciruttontar is said to serve the Lord in the temple. He is a 
‘ista! — ‘an eminent and distinguished man — educated and 
disciplined and a model unto others’. He is “‘Cire GiruttontanYt 
— ‘Ciruttontan of great fame’. He is “Cérulan Ciruttoņtan””1$ and 
sCīrālan Ciruttontam"!? which phrases again emphasize his great 
fame. The tradition tells us that the name of the child was 
Cīrālan. Are we to take Ciralam Ciruttontan as meaning Crrut- 
toņtan, the son of Giralan in which case the child may be assumed 
e Have borne the name of his grandfather? Or, the word Ciralan 
may be interpreted as referring to the Lord of the temple, for 
we know the Lord there, was called Ciraladéva. Gampantar calls 
him “Cirappulavan  Ciruttontam" “Cituttontan the pre-eminent 
scholar’: ‘Cira’ should be the contracted form of "cirappu or rather 
the root *cira itself must have been separately used in the age 
of Tēvāram — Cirappuli Nāyanār Cirappatu. It is this which must 
have suggested to Cēkkilār all these references he makes to Cirui- 


15. 3: 63: 1. 

16. Cittan, 3: 63: 3. 
“17. 3: 63: 3. 

18. 3: 63: 5. 

19. 3: 63: 8. 

20. 3: 63: 9. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


1014 : RELIGION 


tontar's learning. He is again shining with the burnt up ashes on 
his chest — "Venta niru ant marpan’’.” 


We get a glimpse of Giruttontar's warrior’s life and of his 
battles in Campantar's hymns: “Kannavil tol Cituttontan?? — ‘His 
shoulders were as strong as the rock or mountain;’ “Ceruvati tol 
Ciruttontam"?* — ‘The shoulders that were chosen as the best in 
the battle field’. His princely life when he was a commander is 
also referred to by the reference, *'Tenamar tārc Ciruttontan’??4 
— ‘Ciruttontan of the garlands bubbling with honey’. In another 
hymn on Ganapaticcuram, he speaks of the Lord residing in the 
temple of Ganapaticcuram to bless Ciruttoņtar who enjoys the 
sacred ashes: "Poti nukarum — Ciruttontar".5 In that hymn, 
Campantar describes the festival of Cenkāttankuti. One wonders 
whether the description of the Lord in the third verse that is 
responsible for the description of the Bhairava coming to test 
Cizuttontar though there is nothing to justify this tradition: 


** Varantaiyan cēpurattān mantirattān tantirattan 
Kirantaiyan kovanattan kinkiniyan kaiyatēr 
Girantatyān Cenkittan kutiyan ceñ cataiccērum i 
Karantaiyām veņņirtān Kanapatic carattānē” 26 


Appar does not mention Ciruttoņtar specifically. But when 
he speaks of “Uriya pala tolil ceyyum atiyar tankatku ulakamelām 
mulutalikkum ulappilānai”*" — "The Lord who gives. the whole 
world to his followers who do his varied services’; one may not 
be wrong in interpreting this as an implied reference to the victor 
of Vatapi. Thanks to the Tamilian contact with the Calukyas, the 
Ganapati worship had -come to stay. Appar thus refers to this 


nme [11 = = 

worship: P alapala kāmattarākip pataittelu vārmanat tull? Kala- 
malak kittut tirtyum Ganapati ennum kalirum?27 If there was 
anything as extraordinary as the story mentioned in the tradition 
was known to Campantar, he would ce 


i j it 
in his Cenkattankuti hymn. rtainly have mentioned 

21. 3: 63: ll. 

22. 3: 63: 2. 

' 93. 3: 63: 7. 

24. 3: 63: 4. 

25. 1: 61: 10. 

26. 1: 61: 8. 


27. Ap., 298: 9. 
27a. Ap., 2: 5. 
28. 3: 63. 
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A word may be said about the phrase Ciruttontar, which re- 
minds us the phrase of JNammālvār, *GCirumámamicar? 29 It may 
refer to those Bhaktas who in spite of all their learning and great- 
ness come to perform all kinds of humble services. This phrase 
must have been very popular in the age of Campantar. He refers 
in four places to those humble souls of his times worshipping at 
Alankatu, Kalukkonram, Karukavar and Kurralam: **Vanankum 
cirottontar vaikal ēttum vàlttu"?? — "They bow down and praise the 
Lord every day’; *Ettum ciruttontar ullamellàm ulki nintanke 
utān ātum kallam vallan’’> — ‘They think of Him and He becomes 
one with them almost stealing into their heart’; ‘‘Palakavalla Cirut- 
tontar’’32 — ‘They can move freely with any one’; Ciruttontīr”.33 
In this last place (Kurrālam); he addresses the worshippers as 
Ciruttontir whom he calls in other verses of that hymn as ‘nama- 
rankal’, ‘atiyirkal’, *periyīrkāP, ‘toluvirkal’, *pamivirkap. Therefore, 
we may take it that oursaint was great for his humility in serving 
the Lord and his followers. 


The age of Ciruttontar has been fixed with the help of the 
references in Periyapurāņam to the conquest of Vatapi. Pulakésin 
II was the natural enemy of the Pallavas: the Azhole inscription 
enumerating the exploits of the Chalukya king speaks of the 
Pallava king vanishing behind the walls of Kaaci. The Kāsakuti 
plates speak of a Mahéndravarman’s victory at Pullalur now 
Pallar. Whatever that may be, there is not the slightest doubt 
that the Chalukyas began to invade the Pallava country as soon 
as Narasimhavarman, the son of Mahéndravarman I came to the 
throne. The Kūram plates speak of a Narasimhavarman defeating 
Puļakēsin at Pariyaļam, Manimangalam and Surāmāra. Nara- 
simhavarman’s army pursued the Chalukya king to his very capital 
Vātāpi. The Vélur Palayam plates speak of Narasimha capturing 
the Jayasthambha in the very centre of Vatapi. That this is not 


a vain boast is proved by an inscription found at Vātāfi itself, 


which speaks of Mahamalla Kshitibhujam Agrēsara Pallava Simha- 


vishnu3^ Therefore, the capture and pillage of Vāpāti by Cirut- 


29. 8: 10: 3. 
30. 1: 45: 7. 
31. 1: 103: 6. 
32, 3: 46:3. 
33. 1: 99: 5. 


34. Ind. Ant. Vol. IX, Page 199. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


1016 RELIGION 


tontar are referred to in Periyapuramam as historical facts. This 
capture of Vatapi is said to have occurred somewhere about 642 
A.D. But Prof. M. Raghava Aiyangar, to make Tirumankaimannar 
a contemporary of Ararar, if not of Gampantar as mentioned in 
the Guruparamparü prabhāvam, makes Ciruttontar a commander- 
in-chief of Paramēšvara I and Mr. M.S. Ramaswamy Aiyangar will 
therefore make Mahéndravarman II, the Pallava king who was 
converted by Appar.55 According to Katlāsanātha temple inscrip- 
tion®* Paramésvaravarman I seems to have led another invasion 
against Vatapi (Bādāmi). The Gadval plates of Vikramaditya I, 
the son of Puļakēši gives the date as 26th April 674 and the 
counter attack of Badami must have followed sometime thereafter. 
Mr. Nilakanta Sastry in his Pandyan kingdom proceeded on the 
basis that Giruttontar was the commander-in-chief of Narasimha 1.37 
But in his latest book "History of India, Part I" he changes his 
views and feels that Gtruttoņtar was a commander of Paramēšvara 
I. The following is according to him the summary of the events: 


** Vikramáditya renewed the contest with the Pallavas add en- 


tered into an alliance with Arikēsari Parānkuša Māravarman 


(670-710), the fourth king of the restored Pandya line. The Gangas 
of Mysore were also allied to Vikramaditya who inflicted a defeat 
on Mahēndravarman II and advanced to Kātīchi early in the regin 
of his successor. Paramēšvara*s attempt to stop the invasion in the 
Ganga country failed, and in the battle of Vilande, Bhūvikrama, 
the Ganga ally of the Chalukya, seized from the Pallava king a 
valued necklace containing the gem Ūgērdaya. At the same time 
the Pandya advanced from the south, and Paramēšvara seeking to 
dispose of him first, met with fresh defeats in the battles of 


Nelvēlt and Sankaramangai in the southern marches of his kingdom: 
Vikramādītya pursued him there and encamped at Uraiyūr on the 
banks of the Kaveri. Undaunted by defeats, Paramēšvara effected 
z diversion by sending an army under Paranjoti alias Siruttondar 
into the heart of the Chalukya kingdom to threaten Badami itself, 
and ended campaign with a resounding victory against his ene- 
mies at Peruvaļanallūr in the Trichinopo ve 


ly district??.38 


35. Studies in South Indian Jainism, P. 66 
36. S.II., Vol., I, page 13, 3 
37. P. 54. 


38. History of India, Part I, PP. 226-297 
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But unfortunately the reasons are not clear to us. The 
references in Periyapuranam to the razing of Vatapi® seem to sug- 
gest that it was the expedition during the reign of Narasimha l 
rather than that of Paramēšvara that is referred to. For, we do 
not hear of any such great havoc happening at Bādāmi at the time 
of the second expedition. If we rely upon Periyapuránam, we could 
not say that the Pandya Ninracīr Netumāran won the battle at 
Nelvēli against the Pallava as already explained when we were dis- 
cussing the life of this Pandya. In any case, after all, there is 
only a difference of 40 years (642-674) and we may not be wrong 
in assigning the middle of the seventh century to Ciruttontar. 


The note on the Tiruccenkattaükuti by the Epigraphist is very 
iluminative. It runs as follows: 


“With the supernatural elements eliminated, there is reason 
to believe that the incidents in thelife of the saint as described in 
the Periyapuranam, largely admit of epigraphical verification. On 
the strength of the statements that Siruttonda Nayanar met 
Tirufiünasambandar personally and took part in the capture of 
Vātāpi (i.e. Bādāmi in the Bombay Presidency), Mr. Venkayya 
has shown that the two devotees must have been contemporaries 
of the Pallava king JVarasimhapotavarman I, who ‘reduced to dust 
the city of Vatapi’ and flourished in the first half of the seventh 
century A.D. Epigraphical reference to Siruttondar, known so far, 
occurs in an inscription of Rajendra Chola I from the Rājarājēšvara 
temple at Tanjore.! This record registers the setting up of copper- 
images of Sizuttonda-Nambt, his wife Tirovengāttu Nangar and 
their son Sūrājadēva. No. 65 of Appendix C, found on the west 
wall of the Gaņapatīšvara shrine in the Uttarāpatīšvara temple at 
Tiruchchengattangudi, is dated in the third year of an unspecified 
and records a grant of land for two perpetual 
It is not possible to say who this Rajakesari- 
he record has on palaeographical grounds, 
e of Rajaraja I, who in his earlier records, 
invariably appears under the name Rējārāja — Rājakēsarivarman. 
Two other epigraphs from the same place,“ both dpi tu the Es 
year of Rājarāja 1, add further information about Sirála. E 
former registers a grant of land for feeding in the mandapa o 


Rājakēsartvarman 
lamps to Sīrāļadēva. 
varman may have been. T 
to be ascribed to the tim 


39. Vafapulattu Vafavit tonnakaram tukaļāka-Cirut., 6. 


40. S-II., Vol. IZ, p. 172. j 
41. Nos. 57 and 59 of Appendix C. 


T. 128 
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Siruttonda-.Nambi, all the Saiva devotees who gathered to witness 
the Sittirai festival of Siraldeva. The latter provides for festivities 
in honour of Siruttonda-Nambi who was rendering devotional ser- 
vices to the gods Mahadéva-Siraladéva and to Virabhadra. From 
these it becomes plain that, in the temple at Tiruchchengattangudi, 
in the time of Rājarāja I, there was a shrine or mandapa dedicated 
to or called after the devotee Siruttonda-Nambi and that Sīrāļa- 
déva was the name of the god Mahādēva in the chief shrine of 
the temple. The two shrines in the temple at Tiruchchengattan- 
gudi are now called Uftarapatisvara and Ganapatisvara. The 
mandapa of Siruttonda, which must have been located inside 
the temple prākāra, is no longer pointed out, — the only modern 
structure answering to this name being situated outside the tem- 
ple. Ganapatisvara is a linga-shrine on which the early Chéla 
inscriptions of the temple are engraved. Uttarāpatīšvara bears 
later Vijayanagara records and contains a metallic image of Bhai- 
rava, which possibly represents the Virabhadra-form of Siva refer- 
red to in No. 59 quoted above. This figure of Virabhadra is 
perhaps, to be connected with the Kapalika form, in which Siva 
appeared to Siruttoņda Nayanar, as stated in the Periyapuranam. 
Uttarāpatīšvara must also have been a later name coined from the 
fact recorded in the story, viz., that the Siva (Bhairava) who 
manifested himself before Struttonda came from the northern 
country (Uttarapādha). According to Nos. 71 and 76 of Appen- 


dix C. Uttarapati Nāyaka received worship in the shrine (tiru- 
māļigai) of Situttonda Nāyanār. Consequently, we may have to 
suppose also that the present shrine of Uttarāptaīšvara is identical 
with the original Strultonda-Nayanar-tirumaligai and that Sirala- 


déva, as stated already, was the name of Ganapatisvara after whom 
the young Si 


sirdla of the Periyapuranam story was, evidently, 
named. It is, however, difficult to explain how Tūrujiānasamban- 
dar of the first half of the 7th century A.D. selected to call the 
place Ganapatichcharam, while later records of the 10th and 11th 


centuries named it either Paramēšvara or Mahadéva-Straladéva of 
Tiruchchengattangudi. Ņ 


The name Uttarāpati-Nā i 

dis -Nayaka appears for 

the first time in No. 64 of Appendix C; which is dated in the 45th 
year of Tribhuvanachakravartin Kulottwiga-Chola. In the absence 
of the characteristic titles of Rājakēsarivarman and Parakēsari- 


varman, this inscription will have to be ref 3 CE 
tunga I or Kulóttunga III both of whom E cnl) either to ar 
palaeography, however, we have to de ng reigns. Er 


ec d . c . 
refers to the 15th year of Kulētturika Beene abe: inscription 
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from inscription examined so far, is 40. I have suggested in my 
last year’s report? that Sēkkiļār, the author of the Pertyapuranam, 
must have been a contemporary of Kulottunka IL dnapāya. It is 
therefore, right to expect the name Uttarāpati Nāyaka which is 
based upon the story of the Periyapurāņam, to occur for the first 
time in an inscription of Kulottuska III. Consequently there is 
full reason to suppose that the present Uttarapatisvara shrine at 
Tiruchchengüttangudi must have risen to prominence under that 
name in the latter part of the reign of Kulottunka Chola III, i.e., 
about the beginning of the 13th century A.D. It may be noted 
incidentally that in the temple at Tiruchchengaitangudi, there is 
also a minor shrine dedicated to Vatapi Ganapati. The epithet 
Vātāpi reminds one of the military expedition of Paraūjēdi (later 
on called Siruttondar) against Vatapi, as related in the Periya- 
purāņam”. 


IV 


The 37th saint is Kalarirrarivar Nāyatār. In some manus- 
cripts of Periyapuránam, the name is found as Cēramān Perumal 
Nāyanār. The words of Ariirar are, “Karkonta kotaik Kaļarirrari= 
vārkkum atiyén" —'I am the servant of Kalarirrarivār, munificent 
like the cloud’. Wampiyāņntār states that Kalarirrarivar was 
a Cēra. He is also called *Temnmarpiram —'the Lord of the 
Southerners, of the Tamils’, in the sense in which Ārūrar often 
uses the term. There are only two incidents in the life of this 
saint that Nampiyantér mentions. One is that this Céra king 
saw a washerman full of fuller's earth (Ulamax) as though appear- 
ing as besmeared with sacred ash. He fell down at his feet. The 
washerman prostrated saying that he was a dhobi servant of the 
Cēra. The Cēra continued worshipping him stating that he him- 
self was the slave of the Satvite Bhaktas. The other incident is 
that when Siva gave Ararar an elephant for reaching Kailas, this 
Cēra's horse overtook it. ampiyāntār also praises his own mind 
for becoming a servant of this brave saint who had conquered the 
warrior of the sugar-cane bow. In another place also he refers to 
the good path traversed by Arürar and Villavar or Gera on an ele- 


phant and the horse respectively. 


Cékkilar gives us an elaborate version of the story of the 


saint connecting it with the story of Ārūrar. Malainātu or the 


42. P. 67, paragraph 27. 
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Gera country where the Saiva temple of Tiruvaficaikkalam is 
situated along with the capital city of the Céras, Kotunkolür—the 
modern Cranganore, is first described. The Céras were also 
known as Kētai and their city Makētai. In this family of the 
Cēras was born Peruma@kkotaiyar. He was doing service at Tiru- 
vaiicaikkalam when Poraiyam the Cera king abdicated the throne 
to become a tapasvin. The ministers approached the Saivite 
member of the family worshipping at the temple Tizruvaficaikkalam 
with the request that he should become their king. He, however, 
wanted first to ascertain the will of the Lord and the Lord blessed 
him with (1) Sovereignty, (2) Loving service unto the Lord, 
(3) Knowledge of understanding whatever the men, beasts and 
the rest might say, (4) Unrivalled Power of victory, (5) Munifi- 
cence, (6) Weapons and (7) Vahanams, i.e., carriages and animals 


for riding. He, thereafter, agreed to be crowned. Whilst ruling 
thus the incident of the washerman occurred. 


Along with the Cola king and the Pandya, he formed the 
triumvirate of Tamil kings, conquering the internal and external 
enemies and ruling the world in such a way that the brilliance of 
the sacred ash glowed all the more gloriously. He realized, the 
greatest Royal happiness and wealth were but the fect of the 
Lord of Tillai of Citamparam. "The Lord made this king hear the 


jingling sound of the anklet of His feet whilst dancing every day, 
at the end of his worship. 


The Dos incident is the presents this Cera gave away to Pāņa- 
pattirar. This great Pana was devoted to the Lord of Tiruvālavāy 
or Madura, whom he worshipped with musical compositions. One 


day, the Lord appeared in his dream to say that a letter directing 
the Céra to present him with 


; E I gold, silk and precious gems would 
be given to him. Thisletterin the form ofa poem is found as the 
first Verse of the eleventh Tirumurai. When Panapattirar went 
with this letter of introduction to the Gera, he Sm ingens 
pi daru ane the presents already need were given, along 
ae ae om sovereignty which the Pana begged the 


MENS of th i 

went to commit suicide, the sound ee < ing on at the ey 
the Lord to explain this delay, He told cee at . On beggi x 
much engrossed in the hymn just then sung % ee MEE 
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param that He forgot to dance and make the jingling sound to be 
heard by the Céra. The Céra at once became desirous of visiting 
Tillai and meeting Ārūrar. After worshipping at Tillai, where 
he composed Ponvannattantati, he went to Ārūr, where Ārūrar 
received him with all love and honour. There, the Cēra composed 
Tiruvārūr Mummaņikkūvai. The Céra and Ārūrar went on a 
pilgrimage to the temples in the Pandya country. At Maturai 
where the Cola king was staying as the son-in-law of the Pandya 
all the three ancient kings of Tamil land and Ārūrar met together. 
From there Arürar and Céra returned to Ārūr. The Céra king 
went to his own capital along with Ārūrar through Aiyēru and 
the Konku country. Ārūrar was given a Royal reception and 
when drūrar wanted to return to his country, the Cera sent his 
presents through his servants which were however robbed at Tiru- 
murukanpinti. Ārūrar returned to Tiruvārūr. At the same time 
Ārūrar started on his pilgrimage to the Kosku country to meet 
his old friend the Céra. After meeting his friend he went to 
worship at the temple at Tiruvañcaikkalam and a white elephant 
was sent to take him back to Kailās. Céraman followed him on 
his horseback uttering the Paācāksara in its ears, but his followers 
unable to bear the separation committed suicide. Both of them 
reached Kailās welcomed by the Lord and the work ‘Téruoulap- 
puram composed by Cēramā» was heard by Siva at Céraman’s 


instance. 


Nampiyāntār does not mention anything about the abdication 
by the previous Cera king. The tradition is that the Céra kings 
called Perumāls ruled for a fixed period abdicating the throne at 
the end of that period. Cēramān also had abdicated though under 
different circumstances. We know Kulacékarapperumal also abdi- 
cated. It is on the basis of this tradition that Cekkilar must be 
speaking of the abdication of the throne of Céramanperumal’s 
predecessor. The story of this Gēramān listening every day the 
jingling sound of the anklet on the feet of the Lord is not men- 
tioned by Nampiyantar. The yogis are said to hear miraculous 
sounds. Manikkavacakar also speaks of hearing the jingling sound 
of the anklet — «Vātavūrinil vantinitarulip pataccilampoli kāttiya 
» 43 Nampiyantar’s description that he had conquered 


paricum J A 
aint never married. 


Manmata” makes it clear that thiss 


48. Tiruvācakam—Kīrltittiruvakaval, Il., 52-53. 
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The information about the various works Cēramān has com- 
posed may be gathered from the llth Ttrumurai in which they 
find a place. The references in Ponvaņņattantāti are in many cases 
to the dance of Siva and, therefore, that book has been taken as 
sung at Tiruttillai ( Tillaiccivan-84) but he also mentions Maraik- 
kātu, Ārūr and Kalukkunram. One of the verses found at the end 
of Ponvaņņattantāti gives us the information about the ‘Ula 
being accepted by the assembly at Kailās. Tiruvārūr Mummanik- 
kovai as the name itself suggests might have been sung at Tiru- 
vārūr. 

Cēkkiļār tells us that he went through the Heavens or the sky 
to Kailas but the paintings discovered at Rājarājēšvaram temple 
at Tanjore give us a picture of a bearded person riding on an ele- 
phant with the 'tāļam or cymbal in his hand. This must be Ārūrar 
singing the hymn beginning with **Tànenai munpataittān”” (H. 100). 
Next to him rides Cérama on a horse. In front of him rides Cēra- 
màn on a horse, with a beard and ornaments. His tuft of hair is 
flowing whilst that of drūrar is found knotted to the right. Gēra- 
man is turning towards AĀrūrar. Beneath them are found the 
waves with fish. This seems to represent the tradition that they 
took the sea route; “Ali Kafalariya"*a occurs in the last hymn of 
Arürar wherein the Lord of the Seas is asked to carry the hymn 
and the information to Cēramān. But they might have followed 
the sea route whilst at the same time flying through the air, even 
as our modern day aeroplanes do. This painting at Tanjore fur- 


ther shows the welcome these saints received at Kailās as referred 
to by Cekkilar. 


Pūnturutti Nampi Katava Nampi, one of the authors of Tiru- 
vicaippa speaks of Ārūrar and Cēramān going on a white elephant 
with their own physical bodies.44 An inscription of the 32nd year 
reign of Rajadhiraja I speaks of a priest Mampi Katava Nampi of 
Attiraya Goldy a pnest ot Tiruvaiyāru, which is near Pūnturutti. 


Ong wonders whether this priest is the same as the author of 
Tiruvicaippa referred to above. It is curious that the Dārāsuram 
sculpture represents what it calls ‘the Céraman Perumal katai” 


by representing two elephants one after the other on which ride 


two men, who are taken to be Ārūrar a z 
nd Cēramān e. But 
the fact, that the person riding on th n by som 


e first elephant is holding 
43a. 7: 100: 10. 


44. Koyil Tiruvicaippā, 5. 
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the Royal umbrella with his right hand and having his face turned 
towards the person on the second elephant with all regard and 
respect, raises in our mind a point of doubt whether it will be 
right on our part to take him as Ararar. 


In our ancient Caskam Literature in Tamil, we hear of the 
Royal umbrella being carried as the first thing in a procession as 
a symbol of sovereignty. It is this that is represented by the first 
elephant on which is found the Royal umbrella. The second 
elephant carries the king. On the ground, we see four or five 
people, probably in the act of dancing in that procession. The 
person riding on the second elephant should, therefore, be the 
king Cēramān Perumal taking a procession soon after his becoming 
the crowned king. So far we can take as representing the first 
scene. On the left hand side we find two persons standing, one 
with the hands held above his head in afcali pose, whilst the 
other is bowing down silghtly with the hands held in añcali pose 
near his chest. This reminds us of the first incident referred to 
by Nampiyantar Nampi, where Ceramán on seeing a dhobi worships 
him whilst the dhobi protests saying that he is the slave of the 
king. How this could be taken as representing the final march 


to Kailas as is done by some% is not clear. Even Nampikatava . 


Nampi must be taken to have mentioned the horse, thanks to what 
poetry calls the ellipsis; as a poet, he has emphasized the white 
elephant leaving the horse in our mental back-ground. 


The name 'Kalatirrarivār has been explained by Czkkilar as 
explaining the gift given by Lord Siva that this king would be 
capable of knowing all that the beasts, men and birds could ex- 
press especially their miseries and short-comings in his kingdom. 
But the word *Kalarw as found in the old phrase *Kalar retirmarai 
means according to the Tamil Lexicon, admonition, expostulation 
or criticism at once, kind and severe. Therefore, the title Kalatiz- 
rarivār will explain the greatness of the king ruling according to 
Tirukkural, with the nobel quality of welcoming and seeing through 
destructive criticism against his rule.4¢ In Nitar, Grene yee 
temple to this saint, which was called, "Conmavārarivār Koyil’. 
It is not clear whether this refers to our saint or to the Lord; we 


A 1 i ana Ārāicci, Tamil edition, p, 73. 
„ Dr. Ra amanikkam-Periyapurana "Eram P 

E Cf. STI illata amara maan kepupparilanum. kefum - Kura], 448. 
and ^ Trikkum tuņaiyārai a]varai yare keģukkum iakaimaiyavar’’ -Kuraļ, 447: 

47. 535/1921. 
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know Visnu was called *Conwavaņņam ceyyum Perumal’. The folk 
tales speak of knowing the language of birds and beasts. Pro- 
bably the conceptions of Tirukkuraļ and the folk tales have given 
us this phrase Kaļarirrarivār emphasizing the important qualifi- 
cation of the ruler according to the hearts of the people, 


The next incident is about Péanapattirar. Tiruvilaiyatal 
Purāņam also mentions this incident as taking place in the region 
of Varaguna I who is considered to be no other than Kēccataiyan, 
the grandfather of Varaguņavarman, according to C. V. Narayana- 
swamy Aiyar.48 This is an incident which Nampiyantar has not 
mentioned, but the description by Ārūrar, “‘Karkonta kotaik Kalarir- 
Tarivār 593 ‘that he was as munificent as the rain-bearing cloud’ 
suggests that he was a great patron and it is probably this des- 
cription that necessitated as a tradition of the Pāna described by 
Gekkilar. We have the Sanskrit and the Kannada traditions about 
this Pamapattrar mentioning him as Yalppanandyanar or Tiru- 
nīlakaņtha and as a musician famous for his devotional songs in 
praise of Siva. He is said to have received valuable rewards from 
Chérama (Gēramān Perumal) king of the Chéras.49 These traditions 
speak of Céraman Perumal or Chérama, called also Mahāgēda, a 
Saivite King of the Chēras who is said to have visited Sundara 
Nambiyar.5? As we had already discussed the age of Ārūrar! we 


need not repeat the same arguments here; for, after all, Gēramān 
is a contemporary of Ārūrar. 


In the light of certain facts referred to by us in the portion 
on the life of Ārūrar,5? One may take the meeting of the three 
kings at Maturai as the meeting of the Pandya, Cera and Pallava 


(Rajasimha) who had given his daughter in marriage to the Pandya 
GE whose son was named Rājasimha, after his grand- 
ather. 


V 
de par Saint 1s Kaņanāta Nāyanār. The words of Ārūrar 
are, *"Katarkāļik Kananatan atiyārkkum atiyén?? — ‘I am the ser- 
vant of the servants of Kananata of Kali, the coastal town’. Nam-- 
48. Origin and Early Histo 


48.a 7: 39: 6. D of Šaivism in South India, Chap. XIII 
49. Mys. Arck., Rep., 1926. p. 10. 

50. bid. 

51. Vol. Y. 

52. Vol. 1. 
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piyantar Nampi suggests that this saint was so called because he 
became the head of the Sivaganas, having trained’ the *Tontars? 
and made them do such acts as befitted them. According to 
Cékkilar, this saint was a Brahmin, training the Saivites in perform- 
ing ‘tontus’ like gardening, picking up flowers, making garlands, 
arranging for the sacred bath of the Lord, cleaning the sacred 
ground, painting it with the cow-dung, lighting lamps in the tem - 
ple, writting and reading Tirumurai. He was so much attached to 
the sacred feet of Campantar that brought him the leadership of 
Sivagamas. The worship of Campantar by .Kananáta is a new infor- 
mation which is given only by Gzkkilar. The Dārāsuram sculptures 
give us a representation of Kaņanāta inscribed as Gaņanādāņdār 
kadai. We see on the left side of the sculpture of this saint, the 
‘tontars’ or Saivite followers being trained. One is in the act of 
plucking flowers; another is carrying materials for worship; next 

come two persons, one of whom sits and explains a book whilst the 

other standing listens to it with all humility and sincerity. Next 

comes a person with a broomstick and a pot probably of cow- 

dung. It is not certain what the person who comes after him does; 

probably he is lighting a lamp. Kaņanāta stands next, supervising 

and directing their services. Then follows the final scene on the 

right half of this sculpture where God appears with Pārvatī on the 

bull in the presence of Kaņanāta.5* The Sanskrit and Kannada tradi- 

tions speak of him as a devoted Saivite who took pleasure in feed- 

ing and clothing all his Saivite guests and it is curious to note that 

the traditions make him a contemporary of Campantar.9^ 


VI 


The 39th saint is Karruva Nāyanār. The words of Ārūrar 
are, *Arkonia vēl Kūrran Kalantaikkon atiyen" — ‘I am the ser- 
vant of Kūrran, the Lord of Kaļantai, of the spear which has cap- 
tured or which is adorned with ‘atti (the Cola symbol)’. Nampi- 
yantar makes him a Kalappalar. One wonders whether he has taken 
‘the word ' Kalantaikkon in this sense. The Aalappalars are iden- 
tified by Prof. M. Raghava Aiyangar with the Aa@jabhras. Tamil 


"Wāvalar Garitai refers to Accuta Kalppāļar, conquering the kings 


of the three Royal families (154-157) and he is also called *Ti//a: 
Accutanáta reminding us of Achuta, the Kaļačāra referred to by 
Buddhadatta. The Tontamuntala Catakam speaks of one der 


53. M.4.R., 1919-20, Pl. 5, fig. 40. 
54. Mys. Arch. Rep., 1925. 


2022129 


https://archive.org/details/muthulakshmiacademy ti ed m 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


1026 RELIGION 


Kalappalar, sung by Kalamékam (V. 80). Nerkunravanar, the autho 
of Tiruppukalur Antāti is also referred to as Kalappalar. Meykantar’s 
father is also referred to as Kalappalar. Kalantai is a shortened 
form of Kalattür. It is not clear which Kalattur is referred to, as 
Cékkilar does not particularize. Pantikkovai, quoted in [ratyanar 
Akapporul Urai, mentions the battle at Kaļattūr in which Netumāran 
was successful. We have a few chiefs of Kalantai: Kaļantai Alakap- 
perumàl, Kaļantaikkutitāiki, Kaļantaikkūppaņņan and Kalantai Vaccan- 
anti. We have certain scholars and poets like Jidnaprakasar, 
Patikkācar and Pukalēnti referred to as belonging to Kaļantai and in 
a few cases like that of Pukalénti, Ponvilainta Kaļattūr in the 
Chingleput District has been referred to as Kaļantai. As Mey- 
kantar’s father who is considered to be a Veļļāļa is spoken as a 
Kalappalar, probably all of them belong to the Velir group. 
According to Dr. Krishnaswami Aiyangar who traces the word 
Kalabhra from Kalavar (whose chieftain is mentioned as Pulli in 
the Carikam Poetry) or Kalavara, through the Kannada Kalabaru — 
atiributes this Kalabhra invasion to the expansion of the Satava- 
hana Power driving the Kalavar further south. The invasion into 
Madura by the Vatuka Karūnātaka is probably by the Kalavars com- 
ing through the Kannada country. Kalappalar, the protector of the 
‘kalam might have become corrupted into Kalappalar. Anyway, 
we find a number of chiefs who do not belong to the ancient 
Royal family calling themselves Kaliyaracar or the kings of the 
Kali age, as opposed to the kings coming from the more ancient 
age, ruling the Tami] country during the Kalabhra interregnum 


and Kūrruva Nāyanār is one of those who reigned the whole of the 
Tamil country in that age. 


; Nampiyāņtār states that Kūrruva Nayanar crowned himself 
with the feet of the Lord: reminding us the Paduka pattābhisēkam 
of Bharaļa. He also imprinted in his mind the Great Siva, and 
Nora eos that this made him the ruler of the world. 


Cekkilar continues the sto ū 
= S ry. Rūrruva Nāyanā d the 
Brahmins of Tillai to crown him Nayanar requeste 


king. They refused to crown 

dejos but ae of the Cola family and migrated to the- 
uen ae ea his power, but leaving one member of the 
MIERS mila the worship at Tillai. Kūrrūva Nāyanār 

nd that night he was thinkin ji d 

i iven aw ing of the feet of the 
ee did M. D Dy God as his MN and in his dream; 
the o. Carrying this on his head, he ruled the Southern 
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The phrase’ *Arkonta! has been probably interpreted ‘adorned 
with āiti” and this has led the Kannada and Sanskrit traditions to 
speak of Kūrruva Nāyanār as a Cola. He is spoken of as Kūttuva 
Nāyanār or Kritāntaka. These traditions continue the story a : 
little more beyond Cékkilar. The Brahmins of Citamparam who 
migrated to the Kérala (Cēra) country on hearing Lord Siva 
blessing this Kürruva Nāyanār with the crown of his feet returned 
and formally crowned him and placed him at the head of the 
Saivites. The Dārāsuram sculptures represent him sitting on the 
seat whilst two are standing and three are sitting in front of him, 
all with their hands held in afjali pose probably his.feudatories 
paying him the homage.56 
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CHAPTER VII 
POYYATIMAI ILLĀTA PULAVAR CARUKKAM 
I 


The seventh verse in Tiruttontattokai begins with the phrase, 
*Poyyatimai illata pulavar" which is the name of the Carukkam 
in Periyapuranam where the lives of the saints contained in this 
verse are described. The first saint of this verse — the 40th saint 
in the list from the beginning — is Poyyatimai Illata Pulavar. The 
words of Ararar are, "Poyyatimai illata pulavarkkum atiyēm”” — 
«Tam the servant of the scholar whose service to the Lord is 
devoid of all deceits’. Nampiyantar Nampi interprets these words 
as representing the 49 poets of the Cankam including Kapilar, 
Paranar, Nakkirar who composed many songs on the feet of the 
Lord of Tiruvālavāy (Maturai). But this name is not one of the 
group names specifically mentioned in verse 10 of this hymn (39). 
Whilst all other hymns mention only individual saints except for 
the Tillai Val Antamar mentioned at the beginning of the hymn, 
Cēkkilār seems to feel the force of the argument and he does not 
specifically mention the poets of the Tamil Cankam. The purpose 
of poetry is the realization of true knowledge and with this con- 
viction Poyyatimai illata pulavar took refuge in the feet of the 
Lord and became famous as a scholar of true service, never sing- 
ing the praise of any one but the Lord. Cēkkiļār always sings 
the individual saint in the honorific plural and this has misled 
some into thinking that he is also referring to a group name 
Some feel that Manikkavacakar is referred to under this name, 
te been Mie 
ee E ae UR s ers to Arürar in the lines, “Ti ena 
ERE SRM de M nam maiyum"" The Daria 
poer ee se Wesen ee B the interpretation of Nampiyāntārs 
poets standing between the temple 


and a mantapa.? Sanskri 
i ae ap x A © Sanskrit and Kannada traditions are available 
about this saint or a group of saints 
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II | 


The 41st saint is Pukalccolar, about whom we discussed when 
describing Ērtbatta Nāyanār. 


III 


The 42nd saint is Naracihkamunaiyaraiya Nāyanār. The 
words of Ārūrar, are, “Meyyatiyan Naracinka munaiyaraiyar- 
katiyén’?—‘I am the servant of the true servant of the lord Nara- 
einkamunaiyaraiyan’. In some editions of this hymn the honorific 
plural suffix ‘ar’ is found used but terms like Meyyatiyan and 
Ēmpirān prove conclusively that Ārūrar used only the ordinary 
singular and, therefore, the reading must give not the liquid ‘7’ 
but the explosive ‘z’. This saint used to give gold coins to Saivite 
Tapasvins but to one who saw the feminine form everywhere he 
gave twice the gold — this is the greatness of Naracinkamunat- 
yaraiyan according to Nampiyantar Nampi. Cékkilar explains this 
further. This saint was the ruler of Tirumunaippatinatu. He always 
wore in his mind the greatness of the sacred ashes. On the Ātirai 
day he would honour the Saivites, feed them and give one hundred 
gold coins each. One Ztirai day, a pronounced libertine express- 
ing his lust in every act of his, came besmeared with the sacred 
ashes. When others slighted him, Naracinkamunaiyaraiyay, because 
of the sacred ashes the libertine wore, welcomed him with all 
humility and gave him twice the gold he usually gave. The 
Sanskrit and Kannada traditions speak of him as Narasimhamun, a 
Saivite king who adopted Sundara Nambi as his son. Ariirar men- 
tions this saint in another Aymn on Tirunāvalūr which he describes 
as the city of the Lord, his own city and the city where Naracinka- 
Lord with all love and honour? In the 
kkilar refers to this Naracinkamunaiyaraiyan* 
bringing up drūrar, the child. Whilst Cekkilar. speaks of Sūmāci 
Mārar and others as contemporaries of Arürar in their respective 


puranams, neither he nor Nampiyantar Nampi mentions contempora- 
£ > e : ‘ 
f Naracinkamunatyararyan. 


neity of Nampi Ārūrar in this story ot J 
Similarly they do not mention that Kalarcinka? was the contem- 


porary of Mampi Arurar. 


Munaippati Natu is the fron 
fore, this frontier chief was 


munaiyaraiyat served the 
Tatuttatkonta Purāņam, Cë 


tier of the Cola country. There- 
called Munaiyaraiyan. Probably 


3. 7: 17: M. 
4. Stanza 5. 
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Naracinkamunaiyaraiyan was a feudatory of the Pallava king 
Narasimha I or Narasimha II, but this name continued to remind 
the family for many centuries as we find a Malaiyamāu. Narasinha- 
varman spoken of in the inscriptions of Kulēttunka III. These 
chieftains probably belong to the Malaiyamān family calling them- 
selves Milātutaiyār and Cētirāyas. Some were ruling from Kiliyar, 
others from Nāvalūr; still others from Kēvalūr. Some of them are 
named after Siva of Siddhānta, whilst others were called Nara- 
cinka.® Some claimed descent from Ori and others from Kari; at 


the same time as already pointed out, they claimed their decent 
from the Puranic Royal families as Cetz. 


Cētis formed an offshoot of ‘Yatus’ according to Purāņas. The 
Yatus extended their authority northward over the Haihayas pro- 
bably after the maritime power under Karttaviriya disappeared." 
The Cetis were first ruling between Jamuna and Vindhyas. After 
the fall of the Mauryas, one of the members of the Céti Royal 
family came to rule over the Kalinga, and Karavéla the Great was 


a Céti ruler. Probably the Céti rulers of the Tamil land traced 
their relationship with this family. 


The Darasuram temple contains a sculpture on its western 
wall with an inscription, Naracinkamunaiyaraiyar underneath.’ 
This saint with a beard is sitting probably on a ‘simhdasana’ (chair) 
in the act of giving probably gold. The person who is receiving 
it first must be the libertine. There are five other ‘Saivite Bhaktas’ 
to his right. There is somebody standing behind the king. The 


M.A.R. mentioned above states that his queen is behind the king 
though it is not clear in the plate. 


IV 


The 43rd saint is Atipatta Nāyanār. The words of Ārūrar are 
**Viritirai cul katal Nakai Atipattarkkatiyzn —«] am the servant 
of Atipattar of Nakai, the seaport surrounded by the expanding 
waves’. Nakai is Nakappattinam which was the centre of the sea- 
borne trade and where Rajasimha built a Buddhist temple for the 


5. 114/1900, 538/1902. 
6. 2521934. 
7. History and Culture of Indian People by R o 
* — 8. M.A.R., Pl. V. fig. 36. YS C. Majumdar, Vol, 7., pp. 282, 284. 
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use of the traders coming from the eastern islands. Atipattar is 
according to the Kannada and Sanskrit traditions, Atibhaktanāyanār, 
the devotee of great love or bhakti, a fisherman whose vow it was 
to offer to sea, the first fish he got in his net every day, even the 
first happened to be a golden fish. This is the story given by 
Nampiyāņtār Nampi as well, who refers in another place to the 
Lord accepting even a fish as nectar without slighting it.? 
Nampiyantir Nampi calls Atipattar, Poyyili, probably because he 
did not break his vow. Cēkkiļār brings about the greatness of 
Nakappattinam and describes the story in great detail. The saint, 
once the head of the fishermen village, became poor but continued 
to leave the first fruit of the fish to the Lord. One day he caught 
a wonderful fish of golden gems enough to purchase the whole 
world and put an end to his poverty and misery. His followers 
thought that his troubles came to an end, when, the saint threw 
it out into the sea for the Lord as the first fruit of the day. This 
story of sacrifice is very well brought out in the Dārāsuram sculp- 
ture. On the right hand side of the plate, we see the sea with all 
kinds of fish including the octopus. Three fishermen are drawing 
in, the net. Atiģattar with the golden fish in his hand is in the 
act of throwing it out into the sea. He has a beard. In the centre 
stands a person with the turban on his head. Probably it 1s the 
starving Atipattar. On the left hand side, we see Siva appearing 
on the bull with Parvati whilst Atipattar stands worshipping him, 
raising his hands above his head in the aii jali pose.1 
V 

The 44th saint is Kalikkampa Nāyaņār. Ārūrars words are, 
*Kaitatinta vari . cilaiyan — Kalikkampan (Kaliyan Kalarcatti 
Vāriūcaiyarkēn) atiyārkkum atiyēm”” — ‘I am the servant of the 
servants of Kalikkampan, of the. beautiful bow cutting away the 
hand (Kaliyan, Catti of the heroic anklets and the king ait use 
Kamfan is the proper name of the Nayanar. 
The epithet Kali may mean that he belongs to the family of 
Kaliyaracar. Accordingly, we find the Sanskrit and Kannada 
traditions speaking of him as a king; but, he is made therein a 
Cola king. Probably, the term does not mean anything ense 
than a king of the Cēla country. He is ete the native of Penna- 
kajam by Nampiyāntār Nampi and Cékkilar. The description, 


sc Es 
citizens of Varificai) . 


9. Koyil Tiruppanniyar viruttam 40. 
10. M.A.R., 1919-20, Pl. iv, fig. 35, 
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‘Kaitatinta vari cilaiyan’ seems to emphasize the. fact of his being 
a ruler of a country or a chieftain. "Kai tatinta’ has however been 
taken to mean that he had cut away somebody's hand. The 
Sanskrit and Kannada traditions along with Wampiyāņtār speak of 
him as one who was wont to wash the feet of all the Saivite guests, 
irrespective of castes andrank and entertain them, and who, when, 
one of his own servants of low caste appeared as a guest amongst 
others seeing his wife's hesitation in washing his feet, the saint 
cut off her hands and washed his feet and entertained him with 
others. 


Cēkkiļār makes him a member of the Vaisya community. The 
Dārāsuram temple sculpture mentions Kalikkampāņtār katai. On 
the right hand half, we have three devotees on raised sets in 
front of one of whom in the middle the teapoy-like object with 
probably the food served thereon. — Kalikkampa's wife is probably 
serving them. Inthe centre, we have five vessels placed one 
above the other, all probably containing food. On the left half, 
we have another person who must be the erstwhile servant of 
Kalikkampar seated with one leg hanging down. The’ wife of 
Kalikkampar is hesitating to wash his leg and the saint with the 
beard is found raising up the sword in the act of cutting off the 


right hand of his wife. On the left extremity appear Pārvati and 
Paramēšvara on the sacred bull. 


IV 

The 45th saint is Kaliya Nāyanār. Arürar mentions only his 
name. Nampiyantar calls him merely Kali. His native place ac- 
cording to Nampiyantar Nampi is Tiruvorfiyür which is near 
Madras. He was wont to burn a lamp in the temple and when he 
could Dor afford it, he sold out everything and worked as a cooly 
at the oil-mill for performing the service of lighting the lamp with- 
opt breaks Cekkilár also refers to him as Kaliya Nāyanār but 
speaks of him as Kalinitiyar in the last verse of Kalikkampa Nāya- 


nār Purāņam, a namē, which is also found there in tha Sanskrit 
and Kannada traditions. He is an oil- 


ERI 3 monger, a cakkiri, according 

S Nanpiyantar, and, B resident of Cakkarappati teru án TiruvoTTi- 

yur according to Gēkkiļār. He was born rich and lit the lamps 

in the temple all the day. He lost all his wealth and he began 

to sell oil as a cooly and make some profit for doing his service- 
11. M. A.R., 1919-20, PI. IV, fig. 34. 
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When even this could not be done, he worked at the oil mill as a 
cooly. On account of many people taking to this work he lost his 
employment. He made up his mind to sell away his wife, but 
found no purchaser, Knowing no other way and carrying out 
services as usual, he thought of using his own blood as oil and 
began to cut away his own throat when the Lord appeared and 
caught hold of his hand. One of the Darasuram sculptures on its 
right hand half, shows the saint, first working as a cooly driving 
the bulls and next as a cooly removing the oil from the mill. In 
the left hand half is the vimana of the temple in front of which 
stands a series of lights in what appears a pillar, for lighting 
which with his own blood, the saint is trying to cut away his 
throat.? The Sanskrit and Kannada versions are the following: 
“‘Kaliniti, a Saivite saint, want to burn a light before Siva all the 
night over, went so far as to sell his wife for money to purchase 
oil for lamp-light. But when no purchaser could be found, he 
attempted to commit suicide rather than abstain from keeping a 
light in the temple. Siva is said to have prevented him from 
doing so”.'3 It is clear that this story is very much more develop- 
ed than what is found in Nampiyantar’s version. ` If one is to take 
into consideration the context one may be tempted to hold that 
Kaliyan or Kaliniti was also a chief or chieftain like Kalikkampan, 
Sakti and others mentioned along with him. The word Kaliyan 
reminds us of the name of Tirumankai Alvar, a Kalavar chief, 


VII 


The 46th saint is Sakti Nāyanār. Ārūrar refers to his vic- 
torious heroic anklet and speaks of him as the chief of Variñcai 
which Cēkkilār identifies with a city of that name in the Cola 
country. ‘He belongs according to Cékkilar to the Vēļāņ com- 
munity. He cut away the tongues of those who spoke ill of the 
Saivites, That is all what Nampiyantar says. This shows that 
there were some people who were hostile to the Saivites not only 
the Buddhists and the Jains but also some of the followers of 
Smrtis looking upon the Šaivites as heretics unfit to dine with, 
Cékkilar adds that the saint was powerful enough to GER away 
the tongue suggesting thereby that the saint was Saktiyar because 
of Sakti or power. It looks as though Cekkilar is speaking of the 
weapon Sakti, rather than the power but in verse, 4, of this Pura- 


12. M.4.R., 1919-20, Pl. IV, fig. 33. 
13. Mys, Arch. Rep., 1925, $. 9. 
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ņam, the saint is said to have cut away the tongue with *katti”, 


the sword. It may be suggested that scatti may be the more cor- 


rect reading than ‘katti’ in which case the name Cattiyár (Sakti- 
yar) may be explained as one carrying the ‘catti the weapon. 
The Kannada and Sanskrit traditions speak this saint as Satti- 
nayanar or Saktinātha having made a vow to slay all those who 
were not Šaivites (not only those who abused the Saivites).4 The 
traditions do not describe the actual slaughter. The name Sakti- 
nāthais borne by some Mutaiyaraiyar and it may be that this saint 
belonged to that family but ruling from Vartūcatyūr, whilst other 
members of the family ruled, as already pointed out, from Navalir, 
Kovalür, and Kiļiyūr. It may be pointed out that "Wātan' is a 
name assumed by some Saivites who had attained siddhi as ex- 
plained in Tirumantiram while others are called ‘Avtar’ like 
Nampāņtār and Sivakāmiyāņtār mentioned by Cēkkiļār and the 
Dārāsuram sculptures. It is curious that the word Wāyanār is not 
found though the present editions of Periyapuranam given the head- 


ings as Nāyanār Purāņams in spite of the fact that Wāyanār is not 
used by Gekkilar within the body of the text. 


The Dārāsuram sculpture! represents three persons on the 
right of Saktiyandar and one on the left all standing with hands 
held in añjali pose, whilst the insulting tongue of the fourth person 


standing in front of the saint has been drawn out to cut away by 
the weapon in the hand of Saktiyandar. 


VIII 
The 47th saint is Aiyatika] Katavarkon Nāyanār. The words 
of Ārūrar are, “Aiyatikal Katavarkon atiyarkkum atiyen’? — ‘I am 


the servant of the servants of Aiyatikal Katavarkom. Nampi- 
Jantar describes him as a Pallava clearly bringing out. the mean- 
ing of Kafavarkon.  Aiyatikal will mean, the Lord, the father. 
The name suggests that the father of the king must Hee become 
an ascetic and, therefore, was called Aiyatikal. Nampiyantar 
refers to the conviction of Aiyatikal that it is lectas to beg as a 
servant of the Lord than to rule the world and refers to this saint 


singing a venpa each in every temple he visi í 
: TI NE visited. ork 
in the llth Tirumūrai ed. We have a w 


called the Ksētti a Aiyatikal 
Katavarkon of which only twenty-four verses Be.” The 


14. Mys. Arch. Rep., 1925, p. 9, 
15. M.4.R., 1919-20, Pl. IV, fig. 32. 
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Sanskrit and Kannada traditions are summarized as follows: 
“Aiyadi gal or Kāģavarkūnāyanār was a king of the Pallava dynasty 
ruling in Kāāchi. He is variously called Simhanka, Padasimha and 
Paūchapādasimha whose father (rather son, according to inscrip- 
tions of the Pallavas) was Bhima or Bhimavarma (A.D. 550). He 
spent the whole revenue of his vast kingdom in constructing Siva 
temples, groves, wells, tanks and feeding-houses”.16 Cēkkilār 
speaks of him in greater detail. The following are the points 
made out by him: (1) This saint first as a king brought under 
control his enemies and the sufferings of his people; (2) he con- 
guered other lands; (3) the Védic and the Saivite paths flourished 
along with Dharma; (4) he wanted to serve the Lord through 
Tamil and Sanskrit; (5) he was convinced that to be a king was 
the source of misery and, therefore, abdicated the throne crown- 
ing his son, king; (6) he went and worshipped at all the temples 
of Siva singing one venpa at every one of them and finally reached 
Tīllai; (7) he did all that was necessary for the temple; (8) he 
was the Kātavarkēn of Kafici— These descriptions are applicable to 
Mahēndravarman II as explained elsewhere (Vol. J, Age of Nampi 
Ārūrar) and that was why he was called the Aiyatikaļ. The Dārā- 
suram sculpture gives a vimana of a temple in the middle. The 
story has to be read from left to right of the sculpture. We find 
Aiyatikal before abdication with the crown and the flowing cloth. 
On the right we see him going away without the crown and the 
flowing cloth.!? 


16. Mys. Arch., Rep., 1925. p. 9. 
17. M.A.R., 1919-20, Pl. IV, fig. 31. 
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CHAPTER VIII 
KARIKKAŅTA CARUKKAM 
I 


The eighth verse in Tiruttoņtattokai begins with the phrase 
«Karaikkaņtan” which is the name of the Carukkam or canto in 
Periyapurāņam giving us the lives of the saints mentioned in this 
verse. The first saint in the verse—the 48th saint in the list from 
the beginning—is Kaņampulla Nāyanār. The words of Ārūrar are, 
*Karaikkantam kalalatiyē kāppukkoņtirunta Kanampulla Nampikkum 
(Karikkum) atiyén” —‘I am the servant of Kanampulla Nampi, who 
took as his armour or protection, the anklet bedecked feet of the 
Lord of blotted throat (and of Kari)’. Unfortunately, the stories 
now current about this saint do not bring out either the signi- 


ficance of the work Nampi or of the description that he had the 


Lord’s feet as his armour or protection. He was a native of 


Irukkuvēļūr according to Nambiyantar, which Cēkkiļār identifies as 
the city on the eastern bank of ‘Vata Vellaéru’. According to 
Nampiyantar Nampi, he became poor in the city and went to Tillai 
where he lighted up the grass for lamps. Cēkkiļār describes him 
as the saint interested in putting up lamps in the Tillai temple 
and who becoming poor and penniless, cut and gathered ‘kanam- 
pul grass which he sold away for purchasing ghee required for 
the temple. One day, he could not find any purchaser for the 
grass and, therefore, he burnt away the grass itself as light. Even 
the grass was not found in required quantity. He, therefore, 
burnt away his own tuft of hair as the lamp. This extreme ser- 
vice of self-sacrifice described by Cēkkiļār K not mentioned by 
Nampiyāntār Nampi, but it is found represented in the Dārāsuram 


sculpture. We have on the right hand 
saint with the knotted tuft sitting and ae oi dhe Ge C 


dle of grass as the lamp. In the centre a MES B 
of which the saint is bending down his ea P ES 
hair of the head flowing down to be lighted À g E 
the light below. Atthelefthand edge is found a recy ccandin 

with a sacred thread. It is too blurred M a person standing 
be the Sivagana form of the saint, € identified. It may 
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n The whole story seems to have been built on the name of 
Kauampullar without reference to the other description given by 
Ārūrar. „drūrar speaks of this saint in another plāce when he 
gives a list of great men whose faults, the Lord has welcomed as 
their glories.! Appar also refers to this saint, *Exnirainta kunat- 
tinālē Kaņampullan karuttukantār”2—The Lord was pleāsed with 
the idea or heart of Kanampullan, because of his innumerable good 
qualities’. In another place he sings, *Aruntavatta Kanampullark 
karulkaļ ceytu kātalām atiyārkkentum kunankalaik kotupparpolum"? — 
‘He is the Lord who blessed Kamampullar of rare tapas and con- 
ferred good qualities on his loving servants'. Probably, itis this 
conferring of good qualities, Ararar speaks of as the Lord enjoying 
the faults of his servants as their good qualities. These references 
cannot be to the current story. One would have at least expect- 
ed the tradition to speak of this saint in contemplation being 
overgrown with a jungle of 'kaņamģul” or being saved from the 
attack of a group of tigers or other enemies. The Sanskrit and 
Kannada traditions speak of this saint as Kannampala or Kanolapa, 
a Saivite who burnt his own hair when the oil and faggots he 
collected one night for maintaining a light in the temple were 
exhausted.4 


II 


The 49th saint is Kari Nāyanār. Ārūrar, as mentioned above, 
gives us only the name Kari. This is a name known to Tamil 
Literature from the days of Malayamān Kari, one of the seven 
Vallals or patrons. In this connection one may nota though 
Ārūrar knows of great men of the Cankam age like Pari, he does 
not include any of the Saivite patrons like Vel Ay who s famous 
for the surrender of his precious cloth to God Siva. Koccenkanan 
and Poyyatimai illata pulavar, included in the list of m 
ever, are considered by some to belong to the Gankam age. People 
who bore the name Kari were not only patrons and chieftains out 
some of them at least were poets like Maturakavt Maran coe 
Kāriyācan is the author of Cirupaticamūlam and the ouod o 
Kanakkatikāram is another Kūriyācān. The word Kāri means 


1. 7: 55: 4. 

2. Ap., 226: 7. 

3. Ap., 49: 9. 

4. Mys. Arch. Rep., 1925, 5. 9. 
5. Vēļvekkuļi grant. 
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that which is black (Kari katanañcān—Kalittokai) or one who is of 
dark complexion. It occurs as the name of diyanār. The father 
of Nammālvār was also known as Kari. It is, therefore, difficult 
to say who the saint referred to was, a chieftain or a poet. The 
tradition takes him as a poet probably because by the time the 
tradition solidified into the present form the name has become 
associated more with literary men than with chiefs and patrons. 
But, here also, the details given vary from author to author. 
Nampiyantar makes him a native of Katavūr, which Cékkilar speaks 
of as Tirukkatavūr, probably the place of that name in Māyavaram 
Taluk. According to Mampiyāntār, Kari praised the Lord Siva with 
words and combination of words which he made beautiful and 
upright avoiding all faults. Cēekkilār, however, speaks of him as 
composing strings of Tami} verses or Tamilkkovai which he collect- 
ed in his name or in such a way as to become famous as his 
work. The poems were not on Siva. He was moving with the 
three Royal families of the Tamil land with whose costly presents 
he constructed many a temple for Siva, always thinking of the 
Kailas of the Lord. What Tamil works and what temples were 
known to be the gifts of Kari during the age of Cékkilar it is not 
possible to say. The Sanskrit and Kannada traditions speak of him 
as Kart Nāyanār or Karinatha constructing a number of Siva tem- 
ples with the money he collected by begging. The Dārāsuram 


sculpture of the story represents two persons wearing sacred 
thread in front of a background of mountains. If one is Kāri, it 
is not clear who the other is. The mountains probably remind 


us of the saint reaching Kailās or his travel through various 
countries. 


UI 


The 50th saint is Ninracīr Netumāra Nāyanār. The words of 
si «c S $ ao 
Ārūrar are,» Nirüikkonta cntayal nelveli venra Nimracīr Netu- 
- a, = . = 99 Ni 7T D 
oe dā aftyēn” — ‘Tam the servant of the servants of 
Netumāran or Sri Māra, the great, of abid; 
/ 5 K , Ot abiding glory, who won the 
battle of JVelvéli becaus 8 Slory, 


€ of the subju ind? iyāņtā 
PROS gated mind’. Nampiyantar 
speaks of this Pāņdya as the one in whose presence ctm 


were defeated by Campantar and who i í 
thus identified with Kan Pandya. mpaled them all. He is 


Campantar : 

speaks of him as 

nnavan (the Lord of the so E 

Ten ( uth), Pāņtiyan, Pañcavan, Parttiva? 
6. Tandi-cütram-95. 
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(or the king ot this earth), Korravan (the victorious king), Pan- 
bu Ou who has no blemish), Pattiman (one who is learn- 
ah Paravitan (one who worshipped and praised the Lord) and 
Bhaktiman (the king of divine love or bhakti). The repetition of 
the name Tennavan Tennan shows probably that he became the 
undisputed king of the southern land after the Welvēli battle. 
Ārūrar also speaks of Netumātan of sacred ashes on whose crown 
was Siva as Tennavan or Tennam, *Potiyātu tirumēni Netumāran 
mutimél Tennāw'.a The idea of Siva being on the crown of the 
Pandya is also referred to by the Pantikkovai where the author 
describes this patron JVetumára», “‘Naraiyarrakatiu venrān muli- 
mēl nimrün Manikantan”, Villinattu venra malliyal tél mannan 
cenni nilavinan var cataiyaw". We have elsewhere referred to 
this idea as being explained by the epigraphists. Therefore, this 
seems to be a popular idea of Ararar's age. *Netumāran” is 
identified with Arikésarimazavarman of the  Velvikkuti grant. 
Cékkilar refers to him as the king who ruled, thanks to Campan-. 
tar, in such a way that Dharma and Saivism flourished. He gives 
the description of the Welvéli fight reminding us almost of the Kali 
rhythm of some of the lines of the Véloikkuti grant and of the epi- 
graphic description of the Pallava war with the Chalukyas of that 
age. “The enemies attacked the Pandya at Nelvēli with a sea of 
horse and rows of angry elephants. There was a flood of blood 
in which floated the corpses of man and animal. The Pangya took 
up the spear even as his great ancestor did to make the sea dry 
up. The joyful neighing of the horses, the clash of the weapons 
of the soldiers, the roaring noise of the elephants, the music of 
the military band resonating like the thunder on the final day of 
destruction. The bkūtas and the péys bathed in the blood and 
drank that liquor and danced after the feast of the foxes. In such 
a battlefield, the army of the chief king of the northern country, 
broke down and fled and the Pandya was crowned with the laurel 
of victory”. This is an information which we do not get else- 
ui Vēlvikkuti grant speaks merely of *'Vilvēlik katartānaiyai 
Nelvēlic ceruventum””. The Simmamamur plate speaks of the con- 

z à C ed at Welvēli. Villavan usually 
quest of the Villavan being conquer 


means the Gera but this will be opposed to the specific reference 
unless we take the Nelvēli there as another 


1 37 āņam À 
Spa anar s Villavar may refer to the bow- 


battle. Or, the Villavan read a 
6a. 7: 38: 8. 
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men who are referred to as Vilvéli in the Veloikkuti grant. Vil- 
lavan may also be a mistake for Vallavay, a name which occurs 
in Pantikkovai, which may then refer to the Chalukya ‘Vallabha’. 
From the description given by Céekkilar, it is clear that he is refer- 
ring to the Chajukya invasion when Vikramaditya came as far as 
Uragapuri or Uraiyür to be defeated by Paramēšvaran, the Pallava 
at Peruvalanallir. There is an intriguing reference in the Smaller 
Sinūamanūr plates: ‘“‘Jayantavarman makanakip pakai — pupar 
talai panippa Paramésvaran veli (c) pattu Arikésari Asamasam 
„.. Paravanipakulam traiiica”.” One wonders whether it refers 
to JVetumáran's conquest of the Chalukyas before Paramēšvara 
conquered the Chalukyas. Or, did Paramēšvara attack the 
Chalukya from behind at Peruvaļanallūr after the Pandya defeated 
him JVelveli? Nelvēlī, if we are to connect it with the battles 
around Uratyūr and Peruvaļanallūr should be in the Céla coun- 
try; itis probably the JVelveli referred to as being in the *'Te»- 
karaippanaiyür natu" in the Gola country. His battle was con- 
sidered to be very important probably because it released the 
Tamilians from the fetters of the Northern kings. The victory 
was felt to be very miraculous because Ārūrar assigns the vic- 
tory to the subjugation of his own mind by the Pandya and it is 
curious that he refers to this conquest and not to the conquest 
over the Jain. This king is the husband of Mankaiyarkkaraci; he 
did all the divine services or ‘tontu’ and made the path of the 


sacred ash flourish, Cékkilar tells us that he ruled for a long 
time. 


The Sanskrit and Kannada traditions speak of him thus: 
gpRadumatanayawar or Dirghamára, also called Küna and Kubja was 
the King of Madura. He embraced Jainism under the influence of 


Jinasēna, Bhattakalanka and others. He was reconverted to Sazvism 
by Tirujfianasambandar" ® 


The Barüsyram sculpture! represents the king on a raised 
seat or simhasana wearing a crown and a PE had, Onshbis 


right, stands a person with a sacred thread d to 
the left probably Campantar, Right of h and a tuft knotte 


: hi 
probably being marched to be ied Im stand two persons 


7. S-II. Vol. IL, Part IV, page 463, ll, 14.18 
8. 266/1916. 


9. Mys. Arch. Rep., 1925, p. 10. 
10. M.4.R., 1919-20, Pl. IV, fig. 27. 
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IV 


The 51st saint is Vayilar JVàyanar. 


E The words of Arürar are, 
Turaikkonta cempavalam 


L ài trulakarrum coti ton Mayilai Vāyilān 
atiyārkkum atiyen" — ‘I am the servant of the servants of Vayilan 
of the old Mayilai of the light of the red coral on the port remov- 
ing darkness. Vampiyāņtār emphasizes his mental worship; his 
mind was the temple, infinite knowledge was the light, the bloss 
somed heart was the flower and love was the nectar offered — a 
description which reminds us of some verses of Appar. Cékkilar 
identifies this Mayilai with Mylapore now in Madras. He is siad 
to belong to the Sadra community. According to Cékkilar, he 
comes of the family of *Vayilárs'. In addition to what Mampiyantar 
has said, he informs us that Vāyilār bathed the Lord with bliss. 
In the sculptural representation of this saint at Dārāsuram, we 
find him seated cross-legged between two trees with the beard, 
the sacred thread, a garland round his neck and probably the 
jatāmakuta with the cinmudra held in the right hand whilst the left 
hand is resting on his lap. Probably the garland round his neck 
is rudrāksamālā. The figure suggests a yēgi in contemplation on 
his mental temple. 


The Sanskrit and Kannada traditions mention this saint as 


Vāyilāru nāyanār or Vāgmi which latter word is only a translation 
of the name of the saint and he is there also famous for his 


mental worship.!? 


There is a separate shrine in the Mylapore temple for this 


. saint but it must be of very recent date. 


V 


The 52nd saint is Munaiyatuvar Nāyanār. The words of 
«Argikkonta vel nampi Munaiyatuvarkkatiyen"" — “T 


Ārūrar are: 
P n and lord of the spear 


am the servant of Munaiyatuvār, the patro : 
of attack’... According to Nampiyantar, he was the lord of JVztur. 
He was a mercenary soldier, who for money, helped the defeated 
people to become victorious in war and who gave all his money 
to the Saivites. This Nitūr, Cékkilar identifies with a place of 
that name in the Cola country probably nearby the railway station 
Nitur and he also makes the saint a chief of the Vélan community 


ll. M.4.R., 1919-20, PI. IV. fig. 26. 
12. Mys. Arch. Rep., 1925, p. 10. 
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explaining further that the money he received as the mercenary 
soldier for feeding them with ghee, curd, milk fruits, sugar, and 
other kinds of food, in addition to the various kinds of gifts to 
the Šaivites. In the Darasuram sculpture representing this Nāya- 
mar, we find three persons: (1) the central one with his tuft 
dressed up as a makuta and a sacred thread, is in the act of 
piercing with a spear which he holds up in his hands. On his left 
is his opponent who had fallen down on the ground with a crown. 
On his right stands another with hands held in afijali pose, proba- 
bly the person who had secured the help of this saint against his 
enemy.! The Sanskrit and Kannada traditions speak of him as 
Monai Āņduvārunāyanār or Nāsirabhanjāna, the latter expression 
meaning ‘one who destroys the van guard of the enemies’ army’. 
They speak of him as.a brave warrior who spent all his earnings 


ih the construction of Šiva temple about which we hear nothing 
in Tamil.4 


13. M.4.R., 1919-20 PI. III, fig. 25. 
14. Mys. Arch. Rep., 1925, p. 10. 
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CHAPTER IX 
KATAL COLNTA CARUKKAM 
I 


eS in Tirultontattokai begins with the phrase 
a Ov has become the name of a carukkam or canto 
in Periyaburāņam giving us the lives of the saints mentioned in 
this verse. The first saint in this verse — the 53rd in the list from 
the beginning — is Kalarcinka Nayanar. Arürar's words are “Katal 
cülnta ulakelām kakkinra Perumān Kātavarkõn Kaļatcinkan 
atiyārkkum atiyēw” — ‘I am the servant of the servants of Kata- 
varkon Kalarcinkan who is ruling the world surrounded by the 
seas’. According to Wampiyāņtār, the nose of the queen who smelt 
the flower set apart for the Lord of Arar was cut away when this 
king however stating that the hand must be first cut away proba- 
bly because it took the fiower before the nose smelt it away ac- 
cordingly the hand of his very queen. The cutting of the nose 
was the greatness of another saint Geruttuņai Nāyanār and, there- 
fore, his story also may be taken up for consideration at this point, 
though he comes as the 55th saint in the list. The words of 
Ārūrar, “Matal cülnta tar Nampi Itankalikkum Taūcai mannava- 
nam Ceruttunaitan atiyarkkum atiyēw” — ‘I am the servant of the 
servants of Ceruttunai, the king of Tañjai and (Itankali, the Lord 
of the garland of petals).’ His native place if Tañcai in the Maru- 
kal Natu of the Cola country. The full name of the place is given 
by Cekkilar as Taūcāvūr. This saint belongs to the Vejan coma 
munity according to Cēkkiļār. If we are to reconcile Aca 
description of the hymn as the ruler of 725a: and Cékkilar’s state- 
ment that he belongs to the Velas community we must assume 
that we have a chief of the Valir community. Nampiyantar states 
that he cut away the nose of the queen. of Kalarcinkan when she 
smelt the flower set apart for the Lord. He does not mention the 
name of Céruttunai, in the verse describing Kalarcinkan, but when 
we take both the verses describing the two saints ICE VO y it 
is clear that they give a connected story of Kalarcinkan 5 visit to 
Tiruvārūr with his queen, of Ceruttuņat being there inside the 
temple at the time, of the queen smelling a flower, of Geruttunai 
getting enraged at this sacrilege cutting away. the nose of the 
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queen, of Kalarcinkan intervening and stating that before the nose 
was cut off, the offending hand must be cut off, and of the Kin 
Emperor cutting off the hand of his own queen. Cēkkiļār gives 
us some more particulars about Kalarcinkan. He came of an old 
Pallava family blessed by the Lord; he went on a military expe- 
dition, defeated the frontiers of the enemies and conquered the 
northern country. He went and visited the temples of Siva and 
performed true or bodily services. His own crowned queen of 
great fame going round the temple at Tiruvárür saw all its points 
of greatness one by one and reached the mantapa where the 
garland for the Lord was woven. On its side was lying a flower 
which had fallen and she picked it up and was smelling. Cēk- 
kilàr thus seems to have minimized the fault of the queen. Cerut- 
tuņai took it as a great sacrilege that she was smelling it within 
the sacred precincts of the temple and hastened and cut away her 
nose. There was great bleeding and the queen was rolling on 
the ground because of great pain. The king who came just 
then was enraged that semebody had wounded the queen. But 
when Cerutiuyat explained the circumstances, the king stated 
that the hand which had first taken the flower should have been 
cut, and cut away the rosy hand of his beloved crowned queen. 
The king ruled thereafter for a number of years reaching the 
abode of Siva in time. From the two accounts,! it is guite clear, 
that both these saints were incapable of governing their impulses; 
but in fairness to Saivism, we should be careful to reconcile that 
it was their merit of devotion to God and not their inability to 
control themselves that enabled them to obtain Siva's Grace. The 
real greatness lies in their deep reverence for Siva, such, a deep 


reverence that Ceruttunai forgets that he is cutting away the nose 
of the queen and Kalarcinkan for 


hand of his own beloved queen. 
thought of the Lord, and old attac 


gets that he is cutting away the 
They forget this world in the 
hments no longer are found to 


endure. But reading the words of Ārūrar, none of these incidents 
īs suggested to our mind, 
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it — smelling such flowers being considered a heinous sin.* This 
seems to go one step further than Cēkkiļār because after all, the . 
queen here smells an old flower. In those traditions, Ceruttunai 
Nāyanār is made Struttuņenāyanār but the name is correctly trans- 
lated as Ranamitra who cut off the nose of the queen of Padasimha 
for smelling the old flower garland removed from Siva’s image 
and thrown out. 


The Dārāsuram sculpture represents a Saivite sitting down and 
probably preparing garlands out of flowers lying on the raised 
the queen clothed from the waist to the ankle. Her left hand 
rests on the plaiform and her right hand holds a flower which 
sheis smelling. Next to her stands a person with the sacred thread 
probably in the act of worshipping. On the left hand side of the 
sculpture we find Ceruttuņai cutting away the nose of the queen 
with a sword or a knife. The inscription beneath the sculpture 
is Serutlunaiyandar. In the sculpture representing the story of 
Kalarcinka Nāyanār,* we find Kaļarciņkau with his crown and his 
flowing clothes catching hold of the left hand of the queen with 
his left hand and raising his sword with his right hand to cut 
away her hand. The question of identification of this king was 
discussed in our attempt at fixing the age of Ardrar.® 


II 


The. 54th saint is Itankali Wāyanār. Árürar's words have 
already been referred to above. He refers to him as a Nampi. 
It shows he must be of some importance in the Saivite world. 
Nampiyantar makes him the king of /rukkuve]ür who proclaimed 
that all his wealth belonged to Saivites. The Dārāsuram sculpture 
represents this story with the inscriptions Jtaikaliyantar under- 
neath it. We find Irañkali sitting cross legged with a sacred 
thread on a raised ‘seat, with ornaments and the tuft of 
hair knotted to the left in a peculiar makuta form, giving orders 
for issuing a proclamation. On his right probably representing 
another scene is one who is playing on the drum notifying the 

« proclamation probably to the effect that the king’s wealth belongs 


Mys. Arch. Rep., 1925, p. 10. 
` Pl. III, fig. 22. 

Pl. III, fig. 24. 

Vol. I., Age of Arürar. 
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to the Saivites. It is here that Nampiyantar refers to his contem- 
porary king Aditya and we get the new information that this 
; Aditya adorned the roof of the Tillai temple with gold brought 
from the Konku country. Cékkilar mentions the same story and 
both of them make /fanka]i the ancestor of the Cola Aditya, the 
founder of that line of Cola kings, which gave to the world Rāja- 
rāja and Rajēndra the great. But Cékkilér does not make Iruk- 
kuvēļūr, the capital of Irukkuvēļir, the native city of Itankaļi, as 
is done by Namfiyāņtār. According to Cékkilar, Kotumpalar in 
Konatu which is a division of Pudukkotta, was the capital city of 
this Velir chief. The Jrukkuvels are said to have ruled from Kotum- 
pāļūr and, therefore, the Jrukkuvēļūr mentioned by Nampiyantar 
may be taken as referring to the capital city of the Irukkuvéls 
which was probably no other than Kofumpāļūr. Cēkkiļār gives 
some more particulars about this saint. There was a Saivite who 
undertook as his life mission to feed every day the followers of 
Saivism. He could not get any employment for earning the 
money required for this kind of service. Knowing no other way 
of livelihood, he entered the royal store of paddy but he was 
caught red-handed as a thief. He was brought before the king. 
The Saivite explained the truth. The Saivite king explained, “‘Is 
not this saint my true treasure house?” and allowed him to take 


away all that he could from the store of paddy and from his 
treasury. 


Ttankali may mean the tiger which dismisses without touching 
anything that falls to its left and we know many chieftains meta- 
phorically mentioned as ‘puli — see, Kotpuli, Cirappuli. 


Ttankali is used by Tiruttakka Tēvar as one beyond the reach 
of Qihers. ltankali kāmam” (2038). We know of one Kotumpālūr 
chief ‘Paradurggamardhana’ called *Vatapi jit, which suggests that 


Kotumpālur Vents probably accompanied the Pallavas on the 
northern expeditions against the 


: ui 
orary of t a "lar, as being also a conte 
D LO E two saints. The Sanskrit and Kannada traditions . 
P EISE Is name as Idamkrish;, According to them, he was 
a 
ola king who not only excused the thief who stole "€ from 


6. Koļumpāļur 
J.R.4.S., 1935. 
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his palace granary to feet Saivites, but also threw his granary 
and treasury open to all Saivites and thus rendered robbery 
unnecessary.” 


III 


The 55th saint is Ceruttuņai. With regard to this saint we 
have already discussed along with Kalarcinkan and hence it is 
unnecessary to repeat anything about this saint here. 


IV 


The 56th saint is Pukalttunai Nayanar, and Ararar’s words 
are, “Putai cülnta puliyatalmél aravāta atip ponnatikkē manam vaitta 
Pukalttunaikkum àtiyen" —*I am the servant of Pukalttunai who con- 
centrated his mind on the golden feet of the Lord of dance who 
dances whilst the serpents on the tiger's skin round him, dance.” 
Nanacampantar himself speaks of this saint as the servant of the 
Lord, who was in a sorry plight and who received a coin every 
day and worshipped at Puttūr in the morning and evening. One 
may be tempted to make him a contemporary of Nanacampantar 
because of the verb in the phrase *Porrum Puttūrē”. In his Aricir- 
karaipputtür hymn, Ārūrar gives the story of this saint in the 6th 
verse: “The Brahmin who belonged to the inner circle of service 
(akattatimai) brought water from the Aricil river and was bathing 
the Lord. He was so famished and weak that he let fall the water 
pot on your crown. He shook with fear. You arranged a daily 
batta of one gold coin and made it enter the grateful hands of 
Pukalttunai. You were happy for having done this. O, thou pure 
God of Tirupputtür full of gardens’’—this is the substance of the 
verse. JVampiyüntar makes him a native of Ceruviliputtur. There 
Was a great famine and this saint had no food. Therefore, he had 
to let fall the water pot on the Lord who, therefore, blessed him 
With wealth. Cekkilar tells us that a sleep overcame him when on 
account of fatigue he let fall the water pot. In the dream, the 
Lord appeared to inform that a coin everyday would be placed 


till the famine was over. Waking up from sleep he found a coin 


below the seat of the Lord. 


eb Uo 
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The Darasuram sculpture represents this story on its northern 
wall.! This story has to be read from the left to the right. We 
find a vimana, and a linga beneath it in the Garbhagrha, on which 
linga, Pukalttunai is letting fall his water vessel whilst he himself 
collapses and sits down overcome by fatigue. Probably he had 
dreamt of the promise of the gold coin and we sce him walking 
away having left the garbhagrha and the mantapa in front of it. 
We see him walking between his mantapa and the sacred bull, 
holding up his slightly extended hands in wonder and awe. There 
is a ‘balipitha’ behind the sacred bull, and wee see Pukalttunai in 
the act of taking away a coin from there. There is another temple 
probably of the Mother Goddess also represented behind him 
though it does not explain the story any further. Pukalttunai 
Nāyanār's name is translated into Kirtinatha in the Sanskrit and 
Kannada traditions which though giving the story of the saint 


letting fall the vessel, does not mention the gift of the coin by 
the Lord. 


V 

The 57th saint is Kotpuli Nāyanār. The words of Ārūrar are, 
“Atal culnta vēl Nampi Kotpulikkum aliyén" —'I am the servant 
of Kotpuli, the Lord of the spear conspiring to kill the enemies 
or the spear crowded with victories. He wasone of the contem- 
porary chieftains of Arrar who praises him in another verse as 
the Lord of Natt yattankuti of old fame in the Cola country, the 
obstinate Kotpuli who conquered the enemy kings when they 
came in a crowd." Kūttam or crowd is the accepted reading but 
in one edition the reading is kūtam. It is not clear whether this 
is the name of a battlefield or whether it means secret strategy. 
Nampiyantar Nampi makes him the chief of Nattiyattankuti and 
states that he received the blessings of Ārūrar that he became 
glorious by killing away his relatives who baa his oath uttered 
in the name of the Lord. According to Cēkkilār, he was a mem- 


ber of ha Ke ar goumunity and a commander-in-chief of the Cola 
army. € made his plant of fam i ichs 
however, made the plant of mi ied ye 


Sery flourish i : 
EDI el P Ty Nourish in the lands of others 


by his king, he sealed his Store of Paddy and told the relatives 


10. M.4.R., 1919-20, PI. I7 
11. 7: 15: 10. S ba 
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that in the name of the order of the Lord which does not hasten, 
the paddy should not even be thought of by them. Ina few 
days, a famine devastated the country and the relatives preferred 
the breach of that order to their death and ate the paddy. Kotpuli, 
hearing of this on his return, conspired to bring them all inside 
his house under the pretext of making a gift of the great wealth 
he had amassed in war and keeping his grandson or his grand- 
father (Pērēn) killed them all for cating away his paddy. There 
was a child which escaped this slaughter and the grandfather or 
grandson pleaded for it, stating that it had not tasted the paddy 
and therefore it should be left to continue their line. vūtpult, 
however, threw it and cut it away with the sword, because it 
had tasted the milk of the woman who had tasted the forbidden 
paddy. Then and there, Siva appeared to take the saint away to 
his own abode. 

Cēkkiļār does not mention anything about Ārūrar meeting 
this saint in this Purāņa describing the saint’s life, though he 
refers to the reception given by Kofpuli to Ārūrar and the gift 
of his own daughters to the latter in the Eyarkon Kalikkāma 
Nayanar Purāņam. This makes one suspect that Cékkilar is think- 
ing of some other Kotpuli Nāyanār probably an ancestor of this 
Kotpuli met by Ārūrar. If there was not even a child left, how 
can there be any one left to meet Ārūrar? But the grandson 
rather than the grandfather must be taken to be the meaning 
of the word 'Pērēw or ‘Peyaron’ and he must have escaped 
the universal slaughter because he went with his grandfather 
and thus avoided the necessity of eating the paddy. This seems 
to be the suggestion of Cēkkiļār though Nampiyantar will make 
this saint Kotpuli the very Kotpuli who met Ārūrar. Then the 
question will arise how could Ararar who had sung Tirut- 
lontattokai wherein he included the name of this saint sing of his 
escaping the fetters of relationship and reaching the abode of the 
Lord, thanks to the great attachment to the name of God, and 
meet the very same Kotpuli sometime after he had sung the hymn. 
This question has to be studied in some detail when we come to 
fix the time when Tiruttontattokai was sung. This story is given 
in one of the Darasuram sculptures with the inscription Kofpuli- 
Jānģār underneath it. In the right half we find Kotpul: holding 
the sword after having thrown up the child which is falling on 
the sword; there are also three persons probably those attacked by 
his sword, being in three progressive grades of falling down. The 
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left hand half shows Siva, Pārvatī and the bull in front of whom 
stands Kotpuli holding his hands in an añjali pose. The Sanskrit 
and Kannada traditions speak of him as Kētpuli Nāyanār, translate 
the name as Vīrašārdūla and give the story as found in Cēkkiļār.12 
We have shown already in another place that this victorious 
battle which Kētpuli fought against a crowd of enemies is taken 
by Dr. Mīnāksi and others as referring to the battles which 
Tellārerinta Nampi fought against these southern kings. But if 
Kotpuli belong to the age of Rājasimha as we hold, the battle 
should be one of the many battles which Paramēšvara as the king 
and Rajasimha as prince fought against Vikramaditya I, who with 
the help of Gangas and probably some southern kings and chief- 
tains tried to avenge the sack of Bādāmt: by the Pallavas during the 
reign of his father Pulakésin II. Periyaburāņam speaks of a series of 
northern expeditions, both offensive and defensive, in which a 
number of Saivite saints had taken part — Kalippakai, Aiyatikal, 
Kalarcinkan, Kotpuli, Ninracīr Netumāran and Ciruttontar. Probably 


all these are referring to the Chēļukyan invasion and the Tamilian 
counter invasion. 


12. Mys. Arch. Rep., 1925, 
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CHAPTER X 
PATTARĀYP PAŅIVĀR CARUKKAM 


The tenth verse in Tiruttontattokai begins with the phrase 
*Pattarayppanivar" which has become the fname of a carukkam 
or canto in Periyaburāņam describing groups of saints—the 58th 
to the 64th in the list from the beginning—mentioned in this verse. 
After the generalization into groups in this 10th verse, the 11th 
verse begins to continue the list of individual saints. This may 
suggest that this 10th verse was an interpolation into the hymn of 
10 verses sung in accordance with his usual scheme of singing 
every hymn with ten verses. But as already pointed out this 
verse summarizes, as it were, the message of the whole hymn and 
is too significant to be an interpolation. Even if it is, it must ` 
be by one who had understood the message of this hymn. There- 
fore, it ought to be studied after our study of all the individual 
saints. 
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CHAPTER XI 


MANNIYA CIRC CARUKKAM 


I 


The eleventh verse in Tiruttontattokai begins with the phrase, 
“Manniya ci" which is the name of the Carukkam or canto in 
Periyapuranam describing all the personalities mentioned in this 
verse. The first saint in this verse and the 65th in the list from 
the beginning in Pūcalār Nayanar. He belonged to Tirunimravur 
which Cekkilar identifies with the city of that name in the Tontai- 
natu a place sung by Tirumankai Alvar! — none other than the 
place Tinnanūr in the Madras-Arakkonam line. The words of 
Ārūrar are, “Manniya cir marainàva? Ninravürp Pūcal (vari 
vaļaiyāļ Manikkum Jecanukkum) atiygm" —'I am the servant of 
(Nēcan and Mani of the beautiful bangles and of) Pacal of Winra- 
vūr of well established greatness, the great reciter of the Vēdas. 
Cēkkilār, therefore, calls him a Brahmin. Probably it is this saint 
who is praised by Arürar in one of the two Winriyūr hymns which 
we had suggested to be a JVimravür hymn.2 The name Pical has 
come from the root *Püc to besmear with sacred ash.—*Wīru 
Pücattinar"* are the words of Ārūrar. The story of the saint 
has become well known to the historians of the Pallava age. He 
began building a mental temple and fixed a date for its consecra- 
tion. The contemporary Pallava king also fixed the same date for 
gne stone temple he had constructed at Kāūici. Siva preferred 
VU te Pas wo 
pou ee NĪ Gopalg 

retice to this in the inscription of Rēja- 


stmha where the latter is said to have heard the voice of heavens. 


Nampiyantar states that Pūcalā 
ni at Pucalar was desirous of constructing 2 
temple and spent sleepless ni i 


temple. ghts in laying out the details of that 


to the conclusion th ore detailed story. The saint came 
n that he must construct a temple but he failed 


t et an 
og y money. He, however, gathered the wealth and the 


Cēkkiļār gives a m 


1. 2: 5: 2; 7:5:10. 
2. Vol. III. 
2a. 7: 19:2. 
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architects in his own imagination and began the construction in 
his own mind. The day for consecration was also fixed. The 
Pallava was told to fix another date in his dream by Siva. The 
Pallava king was so surprized that he went to Tiruninravūr to 
have a sight of the temple preferred by God. No temple could 
be seen but he met Pūcalār from whom he learnt that it was all 
a temple of the mind. It is probably this that Arürar refers to: 
*Vayar manattal ninaikkum avarukkā aruntavattil tūyār,*b and 
*Pukalttontar?* will become one of the names of Pūcalār. The 
Sanskrit and Kannada traditions speak of this saint as Bhosala, a 
Brahmin who pleased Siva by his mental worship in a mental 
temple of his own.* The temple in Tinnanūr is of ‘Hydalayésvarar’ 
or *Manakkoyil kontar’, probably built after this great incident. An 
inscription of Dantivarman and Pūcalār's image are found there. 
The lions of Rajasimha’s pillars are also found and one of the 
statues found there is pointed out as that of a Rajasiha himself. 
Therefore, following Mr. Gopalan’s conclusion, we may take that 
Pūcalār was a contemporary of Rajasimha and that Kalarcinkan 
as described by Cēkkiļār was a contemporary of Pūcalār. 


II 


The 66th saint is Mankaiyarkkaraciyār. Arürar speaks of her 
as ‘Mani’, ‘Varivalaiyal’, following Campantar who speaks of her 
as Varivaļaikkaimmata ‘Māni Nampiyantar Nampi mentions 
her. as ‘Pantimatéviyam Mani’. She was the wife of Kun Pantiya 
and brought Campantar to Maturai to put down the Jaina influ- 
ence. Mani or Mankaiyarkkaraciyār is mentioned by Campantar.4 
She was according to him the daughter of Cola, Manimuticcolan® 
ruling the world who patronized the path of the sacred ash; she was 
a beautiful person adorned with the sacred ash and full of bhakiz.® 
The Sanskrit and Kannada traditions make her the daughter of 
Pogalchola (Pukalccola) and she is also called Kulaschari.7 The 
Dārāsuram sculptures represent her in Pl. I. fig. 13.8 Campantar 


2b. 7: 19: 10. 

2c, 7: 19: 11. 

3. Mys. Arch. Rep., 1925, p. 10. 
3a. 3: 120: 1. 

4. 3: 120. 

5. 3: 120: 9- 

6 3: 120: 7. 

7: Mys. Arch. Rep. 1925, p. 10. 
8. MA.R., 1919-20, 
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is there found seated. Pēņtimātēvi with her companion is found 
holding her hands in the añjali pose worshipping or welcomin 

Campantar, Behind Campantar stands a person probably Kulac- 
citai. At a distance stand two persons holding their hands in the 
añjali pose probably the followers of Campantar or the servants 
of the Pandya house-hold. ` The inscription underneath the sculp- 
ture speaks of her as Pāņtimātēvi. 


III 


The 67th saint is Wēca JVàyanár. Nampiyantar Nampi makes 
him a native of Kampili and a weaver or ‘caliyan’. He wove 
clothes and loin cloths and presented them free to the Saivites. 
No further details are given by Cékkilar. The Sanskrit and Kannada 
traditions speak of him as Kera Nāyanār or Snéhanatha. One of the 
Darasuram sculptures® represent the story with the inscription 
Nésandar beneath it. Wēcāntāris there with his cloth coming from 
the waist to a point very much above the knee and with his tuft 
knotted to the left and a necklace probably of Rudraksa. He is 
holding up a loin cloth in his right hand which is in the act of 
being presented to a Saivite bhakta who is found here with the 
sacred thread. Kampiliis on the banks of Tusgabhadra. If our 
contention that Tiruttontattokai is a list of Tamil saints is correct, 
that hymn must have been sung in an age when the power of any 
one of the Tamil kings extended up to Tur gabhadra and this could 
not have been after the time of Nandivarma Pallava. Some, how- 
ever, point out that Néca Nāyanār and Tirumūlar said to have come 
from Kailas are saints of the northern country. irumülar got 
into the body of Tamilian shepherd according to the story. He 
must be considered to be an out and out Tamilian; for this des- 
cription of a Tamilian can never refer 
body. Instead of making Ņēca Nāyanār an exception to the rule, 


itis much better to look upon him as the saint of the Tamil 
country living in the age of the great Pallavas. 


IV 
The 68th saint is Koccenkat-cola Nāyanār. The words of 
Ārūrar are, "Tennavanay ulakāņta Ceņkanārkkati en,” — ‘I am 
me TN of Ceiikanār who ruled the "world as m Emperor of 
the South. Tennavan usually means the Pandya, b i » here 
uses it in the sense of the South spec (Arar ner 


ern ruler. It is from this point 
9. M.A.R., 1919-20, Pl. II. fig. 12. 


to the soul but only to the 
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of view that Cekkilar speaks of all the rulers who invaded South 
India or Tamil Lands as the Northern kings or ‘Vatapulattaracar’. 
It is curious to note that Tirumaūkaiyālvār also refers to him as 
*Ulakamāņta Tenņātau (Tirunaraiyürp patikam 3, 4, 5, 6, 8 & 9) 
reminding us of Ariirar’s phrase ‘Tennavanay Ulakanta’.® He is 
also spoken of as the victor, the king of the northern country and 
the western Konku. It is Tirumaikaiyālvār who gives us the infor- 
mation that he has built 70 temples to Siva and Nampiyararar 
refers to this Cola king as one who built Wannilam temple? Gam- 
pantar speaks of Ampar temple,? Vaikal MatakkoyiP4 and Tantalai 
nil neri)? as having been built by this great Cola. 


Even by the time of these saints, his story has become a 
mythological one and a tradition in the Tamil] country. Ādrūrar 
speaks of the previous birth of this king. God was pleased with a 
spider and made it Kūccetkaņān.l€ Appar and Campantar give a 
detailed version of this story. A spider put up a cobweb of a 
‘pantal’ with its saliva, covering it with dry leaves.to form a canopy 
over the liñga at Tiruvānaikkā. God was so pleased with the kind 
act of even thisinsect that he made it be born in the Cola country 
of the Kaviri fame as Kūccenkaņān.!" Appar states that as soon as 
this spider died, it was made king Koccenkanan.® The cause of its 
death is explained in the following way. There was an elephant 
which was also worshipping at Ttruvānaikkā according to the 
accepted practice, the elephant being the ‘Airavatha’ of Indra. The 
elephant looked upon the cobweb as so much rubbish and remov- 
edit. Thereupon the spider became enraged and got into the 
trunk of the elephant to give it trouble. The elephant dashed its 
trunk on the ground and the poor spider died. Lord Siva appeared 
and blessed the spider to be born as the Gēla whilst the white ele- 
phant was allowed to return to Heavens. This story is given in 
detail by Cakkilar. After having ruled the world as Kūcceikaņān, God 
allowed him to enter the group of Sivaganas in his next birth — 


10. 7: 39: 11. 

11. Periya Tirumoli, 6: 6: 8. 

12. Koccenkanan cey kūyil, 7: 98: 11. 

13. 3: 19: 1; 5d 9. 

14. 3: 18: 2; 4&6. 

15. 3: 50: 9. 

16. Ap., 65: 1 and Gamp., 2: 63: 7., ju Erb : 
17. Ap. 49: 4; 233: 5; 236;-3; 278: 6; 287: 8; 288: 8. - 
18. 4: 49: 4. dc 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


1056 RELIGION 


that is what Appar tells us.’ Campantar also refers to the spider 
becoming the Cēla.? He begins to explain the name as **Ceyya 
Kam Ira; *Ceyya Kan Vaļavat”;22 ‘‘Cenkatpeyar Kontavan’’2 
‘though he mentions also the name Koccenkanan.?^ — . Nampiyantàr 
Nampi speaks of this Cala as one who never thought of any faith 
other than Saivism. He refers to the spider becoming the king 
and building temples. He writes two verses: In the first of it 
he gives the story of Koccenkanan and in the second he speaks of 
Kēccenkanān as the ancestor of the king who passed away during 
the life of Nampiyantar, the king whom we identified with Aditya I. 


Cekkilar’s story is much graphic and detailed. We had 
already referred to the spider and the elephant. The father of 
Koccenkanan according to Pertyapurdnam was Subhadēva and his 
mother Kamalāvati. The parents worshipped at Tillai. The mother 
kept herself hanging upside down which reminds us of the birth 
of Karikāla* so that the child might be born in an auspicious 
hour to rule the whole world. After giving birth at the proper 
time, she expired. As soon as Cenkanan grew up to manhood, 
the father abdicated the throne in his favour and returned to the 
forest as an ascetic. Koccenkanan built many temples, endowed 
them richly for their daily worship and for the Brahmins at Tillat. 
This mythological story is mentioned in the Tiruvalankatu plates 
of Rajendra. The Kannada and Sanskrit traditions translate his 
name as Raktaksa Cola and give us the story as found in Periya- 
{ORAL One of the Dārāsuram sculptures gives us the repre- 
sentation of the story with the inscription Ko-Sengapperumal 
underneath it? In this sculpture there it a temple with the 

vimāna in which stands the king with the crown and flowing clothes 
with flying ends. He holds the handsin the añjali pose. The colo- 


phon to the Puranāņūru (Verse 74) says that the verse was sung 
by Céraman Kanaikkal Irumporai 


id who was defeated by Cola” 
Cenkanan and that he sang it before his death. But Tamil Nāvalar 


19. 296: 6. 

20. 2: 63: 7. 

21. 3: 19: 2. 

22. 3: 18: 2. 

23. 2: 23: 5. 

24. 1: 48: 6; 3: 18: 4; 3: 50: 9: 

25. Tirut. Tiruvantāti, 81, 82. 

26. Tay vayirtiruntu tàyam eyti — 

M27. AR., 1919-20, PL I, fg Yl t HE Tubpapai. 
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caritai states that this verse was said to Poykaiyar by the Céraman 
and Potkatyār sang the glories of the Céla fight in Kaļavaļi Nārpatu 
to please the Cēla and obtain the release of his king and patron 
Cēramān. The colophon to the Cankam poems is preferred to the ` 
statements in the Tamil Wāvalar caritai but in the absence of any 
specific reference in this verse itself the colophon is not conclusive. 
It is clear from what we have been writing that Koccenkanan’s 
name has become one of mythological importance under whose 
name all sorts of stories grew sometimes as the stories of his pre- 
vious birth, sometimes as the stories of his future birth. His name 
has come to be remembered as the greatest temple builder. He 
has built Siva temples and also Visnu temples. That is the tradi- 
tion and it is very difficult to say whether he had built all the 
seventy Siva temples himself. The names of his parents must 
have been invented in later times when high sounding Sanskrit 
terms captured the minds of people, long after the age of Ararar. 
It is not also clear whether the Koccenkanan of the Cankam age is 
this very Kēccenkaņān, the saint and the temple builder. In any 
case, if Appar could be taken as having been born in the closing 
years of the sixth century at least one or two generations are 
necessary to have elapsed before him so as to enable the people 
of his times to believe in the story of the spider becoming the 


king. 


Tirumankaiyālvār refers to Kūccenkaņān in his two hymns 
on Tirunaraiyūr. He speaks of the temple there as a ‘matakkoyil’ 
in his Periya Tirumatal. In the first of the hymns, he refers to the 
Cola as Cenkēl Valavan,? the correct reading should be Ceákol 
Valavan. In the third hymn (6:6), in every verse he refers to 
this Cola. The first verse speaks of him as Cempiyan Koccen- 
kāņām. The second verse speaks of his greatness as the greatness 
of the Kāviri. The third verse refers to the battle of Venn: in 
which he became victorious. He is there referred to have used 
a divine sword and the Vaisnavite commentators explain this 
reference as referring to a sword given by the Lord of Tirunarai- 
Jūr. The 4th verse also refers to this battle-field. The 5th verse 
speaks of him as the Lord of the Cola country, the northern coun- 
try and the southern Tamil country, whereas in the 3rd verse 
and the 4th verse the Alvar was speaking of victorious kings 


28. 6: 4: 3. 
T. 133 
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defeated and killed. The 6th verse speaks of the chieftain Vijan- 
taivēl of the Vēļir community who was conguered and killed by 
Kēccikaņāt, the Lord of the southern country and of the west 
Konku. The verse refers to him as Kulaccolan and describes the 
greatness of Kāviri. The 8th verse refers to this Cola building 
70 mafakkoyil to Siva and his ruling the world. The old Vaisnavite 
commentators state that this Cola failed to get his desires fulfilled 
by the construction of those 70 Siva temples and, therefore, took 
refuge in the feet of Mahavismu at Ttrunaratyūr. The 9th verse 
speaks of the battle of Aluntai where the Cola cut away the bodies 
of kings. The battle of Kalumalam referred to in Kalavali Natpatu 
(36) **Kaviri Nātan Kalumalam konta nā’ is not at all mentioned 
by this Alvar. Nor, is there, a reference to the Cera mentioned in 
Kalavali—‘‘ Vatīcikkē atta kaļattu” (39). One may doubt therefore 
whether this Koccenkanám is identical with the Koccenkanan of Kala- 
vali. The Venni battle reminds us of Karikala who defeated the 
Cēra king Géralatan.? But this must be a different battle. The 
Cola seems to have been subduing the Vēļir chieftains who were 


proclaiming themselves as this king and that king is mentioned in 
**Paralar arivar enru..”” (6:6). 


V 


The 69th saint is Tirunilakanta Yālppāņar. The words of 
Arürar, are “ Tirunilakantatup pāņanārkkatiyēn”” — ‘I am the ser- 
vant of Tirunilakantattuppananar’. The usage of this form ‘Tiru- 
nilakantatiu’ has already been noted when we were discussing 
Tirunīlakaņtattuk kuyavanār. This Pāņar according to Nampi- 
»āntār Nampi is a native of Erukkattampuliyūr which Cēkktlār 
identifies with the village of that name in the Cola country. His 
greatness according to Nampiyantar was that he accompanied Cam- 
pantar and played the latter’s hymns on his ‘yal’, that he was 4 
Perumpanan, that is one who uses the "PēriyāY ais not the *Ciri- 


ns 5 
Jā” of seven strings. Cēkkiļār gives further details. The saint 
went to worship at Maturai. 


s As ordered in their dreams, the 

rug bhaktas took the Pāņa to the presence of the Lord at 

et <, who pleased with the Pana’s song expressed in a voice 
n the cold floor and th ] : 

should be given for placing p A PE 


the *yēP on it. A gold plank was 
29. Akam , 55. : 
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given accordingly. The Pana went play on the yal in all the 
temples till he met Campantar at Cikali. Pinar accompanied 
Campantar wherever the latter went and finally disappeared with 
him at the time of the marriage of Campantar to attain salvation. 
The story of the old plank is not even whispered by Nampiyantar 
and in the story found in Tiruvilaiyàtal, the name of the Pana is 
Panapattiran, who in the time of Varagusa went to Céraman with 
a latter of introduction from Lord Siva. "Therefore, the Sanskrit 
and Kannada traditions speak of Yalppáma Nāyanār or Tirunila- 
kantha, a musician, famous for his devotional songs in praise of 
Siva receiving valuable rewards from Cēramān. But Cēkkilār does 
not so identify Pagapattira whose story he narrates in Kalarirrari- 
var Purāņam with JVilakanta Yālppāņar. If both the Panas are 
identical, this saint must be a younger contemporary of Campantar 
and the elder contemporary of Cēramān probably also of Ararar. 
Campantar himself speaks of a Pana singing the praises with great 
bhakti in accompaniment to music and receiving the blessings of 
the Lord: ‘‘Pananicat pattimaiyāl pātutalum parintaļittān”; 
“Takkapimanaic currak karuļotē — táramuyttatu Pāņarkāruļotē”3) 
is another reference. One of the Dērēsuram sculptures represents 
this story. We find the Para with his wife playing on the ‘ya’ in 
front of the temple which is half visible. We notice herein the 


old form of this yal.3* 
VI 


The 70th and the 71st saints are Gataiyanār and IJcainaniyar. 
They are not counted that way by Arurar. In the portion of the 
last verse where he usually mentions his names as the author 
of the kymn, he describes himself as the son of Cataiyan and 
The words of Arurar are, '"Enhavanām aranatiyé atain- 
Icaiūāni kātala» Tirunāvalūrkkūn annavatām 
ammānuk kanpar āvāre :3? 


Icainani. 
titta Cataiyan 
Ārūran  atimai kēttuvappār Ārūril 
“They will become the lovers of the Lord of Arüran, those who are 
happy to listen to the servility of that Arüran, the chief of Tiru- 
nāvalūr, the beloved son of „Icatūāni and Cataiyan who reached the 
feet of my Hara’. Thus, drūrar has not included them in the 
list of saints. The later generation cannot help including in the 


30. 1: 62: 9. 

31. 3: 115: 6. 

11. M.4.R., 1919-20, Pl. I, fig. 10. 
33: 39: 11. 
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list these two great personalities who brought forth drdrar into 
this world. Nampiyantar Nampi and Cēkkiļār emphasize this 
greatness. An inscription of Kulottunka II issued in the 7th year 
of his reign ends with the following words: ‘‘Alutaiya Nampikal 
mātākkaļ —lcaiüániyar" — *Jūānī bhavatē — Fndnasivacarya — kulg 
bhavat, Saivé Gautama gētrēsmin jūānyakhya  Kamalāpure” 34 
This makes Ārūrar, a member of the Gautama gēra; the name 
Nampiyārūrar was also the name of his grand-father of Tiruvārūr, 
It is rather curious that Cekkilar does not give the particulars 
about his gētra. The Dārāsuram sculptures give us their pictures.35 
Plate 8 represents /caifüániyar and plate 9 represents Cataiyanar. 
Gataiyanār has a beard and mustache and sacred thread. The 
cloth is found flowing, thus emphasizing his importance. The 
mother has no upper cloth. She wears ear-rings, necklace, and 
bangles. If what the Mysore Archaeological Report (1925) states 
is correct, the Sanskrit and Kannada traditions make Jaģenāyanār 
or Nīlajīāni Kapardi, the father of Tiruānacamģantar, whilst 
Yasyajnam is made the mother of Campantar. But it is also 


mentioned there that Jatésvara was the father of Ārūrar and 
Sujitānini, the mother of Ararar. 


34. S.I.I. Vol. VII No. 485, p. 298 
35. M.A.R., 1919-20, Pls. 8. & 9 
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CHAPTER I 
PART II 
THE TOŅTAR (DEVOTEES) AND THEIR RELIGION 


I 


WORSHIP: CLASSIFICATION: 


All those various kinds of worship, mentioned in Part I, of 
the saints may be brought under certain well-known heads. 
Though the details given by the modern tradition and the tradi- 
tion that may be taken to have been known to Nampiyantar may 
differ, the underlying principles are all the same in both cases. 
We have more of miracles and more of aggressive and punitive 
acts, elaborated in the later day tradition. But that does not 
affect the fundamental basis of the worship of these saints. We 
have the importance of temple worship brought out through the 
lives of many saints. 


‘Building temples, digging tanks attached to these temples, 
Temple worship, Linga, worship, offering. rice etc. as naivédya, 
lighting lamps, burning incense, offering sandal paste, offering 
various requirements of musical instruments, abhiséka to the 
Liga inside or outside the temples, attending and performing the 
festivals to the temples — all these come under the general head 
of temple worship. Nd S ird ; 


- The Agamas dealing with temple worship were probably in 
existence at the time-of Zrürar, and people were in search of 
these Agamas in general. But, though we know of Brahmin priests 
like Pukalttunai, Murukan and Sivakocariyar, members of other 
castes were also known to have acted as priests at the temples, 
as is learnt from the following verse of Campantar: omoa 


“Patta rētu palarum poliyam malar ankaia punal tūvi 
‘Otta colli ulakattavar tamtolu tētta uyar centi h 
Mattam vaitta perumān piriyā turaikinra valitāyam 


. = rm a ays? 1 
Gittam vaita atiyār avarmēl ataiyamar Inģarnūyē . 


ls tle 8 Jl 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


1062 RELIGION 


‘many, along with the bhaktas, shower the shining flowers and 
water from the palms of their hand. The people of the world 
praise and worship, uttering what is appropriate. The Lord 
resides there, at Valitāyam, He, who has placed the ‘matta’ flower 
on His towering crown. Obstacles and diseases inflict not the 
devotees who place within their heart this Valitàyam'. 


The belief, in the sacred ash (Vibhüti), in rudrāksa, in the 
mantra paūicāksara, in the Srī Rudram of the Vēda — forms part of 
Agamic worship. The reverence for the name  Tirunilakantha 
implies the popularity of the Purāņic stories and a recitation of 
Purāņas has become part of temple worship. Singing of hymns 
and playing them on musical instruments are also connected with 
temple worship. Pilgrimages to holy places sanctified by temples 
became a common habit of pious people. Certain places became 
‘tirthas’ (holy places) and people born there were looked upon as 


Sivaganas as was seen in the story of Naminanti atikal, one of the 
63 Saiva saints. 


The rules of the rituals were not always strictly followed. 
What was considered important was the love of God as is seen 
by the story of Kannappar and that of Cakkiya Nayanar. The 
performance of pūjā or worship will come under the head Kriya 


marga, whilst the other services will come under the head Carya 
mar ga. 


We have also cases of private or individual worship of ‘linga’ 
as in the case of Saņdēšvara as contrasted with the public worship 
within the temple. There are also cases of mental worship: the 
life of Pūcalār and Vayilar illustrate this aspect of worship which 


may be looked upon as Yoga: Perumilalik kurumpar and 
Kalarirrarivar are looked upon as great Yogis. 


The next important head under which the activities of the 
saints could be brought is the worship of the Saivite atiyars. First 


come those saints who were great because of their admiration and 
reverence for the three great Tzparam saints 


pea Camp antar. āfpūti worshipped Appar. Perumilalaikkurumpar 
BORNE Arürar. There are also other saints who were CON- 
temporaries of these great men. Irrespective of the greatness of 
Saivite atiyārs, it was thought that one should offer one’s service 
to the atiyārs in general looking upon them the 
Lord Siva Himself. as no other than 


Kaņanāta worship- 
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The reverence for the outward form is clearly brought out 
in the stories of Ēnātinātar, Meypporul Nāyanār, Pukalecēļa Nāyanār 
and Kalarirrativar Nāyavār. The saints were prepared to offer 
their all and sacrifice their dearest and nearest as well as their 
own lives. This is explained os Caryā mārga. Following the path 
of the Lord, according to Vaisnavism, is Sāra Dharma, the good; 
surrender to Him is Saratara Dharma, the better; surrender to His 
followers is Sāratama Dharma, the best. Therefore, it is said: “God 
would forgive an offence to Himself but an offence to His devo- 
tees—atiyārs—was unpardonable: Bkāgavatāpachāra was more hei- 
nous than Bhagavadapachara”’. The cult of the worship of Saivite 
atiyars has taken a definite form by the time of Ararar. Viranmintar 
laid the emphasis on the worship of the atiyārs rather than on the 
worship of God Himself. Tirumūlar explains the significance of 
this cult in his famous verse in Tirumantiram: 


** Patamátak kēyir pakavarkon riyil 
Natamātak kēyil namparkkan kaka 
Natamātak kēyil namparkkon rīyil 
Patamātak koyit pakavarka tamée’’.* 


(Patamātum, Natamātum, Natamātum and Patamatum are other 
readings for Patamāta, Natamāta, Natamāta and Patamāta). 


There remain the great saints and mystic philosophers who 
have given their experience in the forms of hymns and verses con- 
taining the quintossence of fūānamārga, such as Campantar, Appar, 
Ārūrar, Kāraikkāl ammaiyār, Tirumūlar, Poyyatimai illata pulavar, 
Aiyatikal and possibly also Tirunilakanta Yalppanar who expressed 
the great truths of Campantar’s poems in the language of music. 


II 


SADHAKAS AND SIDDHAS: 

We have been talking of Garyā, Kriya, Yoga and Jana már gas 
in relation to these saints, but these are only the means of attain- 
ing the final realization or siddhi. A reference to these már gas 
can be justified only if we look upon these saints as sadhakas or 
probationers. But, if they are siddhas, who have attained realiza- 
tion, it will be absurd to speak of these means. But, as will be 


2. 1857. 
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explained or pointed out later, we can look upon these margas 
(paths) as being followed by even the released souls for */kasag- 
graha’—for the benefit of the world at large: ‘‘Kattu mayakkam 
aruttavar kaitolutu ēttumitam”” says Arürar.^ Bhakti itself is 
distinguished as ‘Para bhakti’ or ‘Sadhya bhakti” which is nothing 
else than the immortal bliss of freedom (Mukti) itself. It comes 
unsolicited, by the Grace of God and self sacrifice. Upon gaining 
it, man realizes his perfection and divinity, and becomes thoroughly 
contented. He desires nothing more. He is then free from grief 
and hatred; he does not rejoice over anything, nor does he exert 
himself in the furtherance of self-interest. The realization makes 
him intoxicated and fascinated asit were, because he is completely 
immersed in the bliss of the Paramatman. 


Cēkkilār brings out the greatness of these siddhas in the intro- 
ductory part of the Periyapuránam called Tirukkūttaccirppu: ‘Their 
mind is pure and white like the sacred ash besmeared on their 
body. Even if the elements go astray, their minds will not swerve 
from the love of God. To them goldand potsherd are the same. 
They care not even for Moksa, if only they could be assured of 
loving worship. They have no burden other than the service of 
the Lord, these merciful lovers and heroes wanting in nothing 
(vv. 6-8)". "Iccuvat tavira yan poy intiralokam āļum accuvai perimum 
vēņtēm”.2» ““Patiyayk kitantu un pavalaviy kāņpēnē”3 are the oft 
quoted versions of the Ālvārs. The verse of Appar, 


“Kunitta puruvamum kovvaiccev vayir kumincirippum 
Patitta cataiyum pavalampon méniyir pālvenņīrum 
Inttta mutaiya etuttapor pātamum kanapperral 
Manittap piraviyum vēņtuva tēyinta mānillatie”* 
best illustrates his mind as a siddha. 


The question arises why they should follow any rules or 
rituals if they had become Jīvanmuktas. The Narada Bhakti 
Sutras give the answer: “Let a man have care for the scriptural 
teachings, even after his spiritual realization becomes well esta- 
blished. For otherwise there is the risk of ral Social 
customs and practices al pass: 


5o may be followed, in a like manner, to 
2a. 7: 10: 7. 
2b. Tirumālai, 2. 
3. Perumāļ Tirumoļi, 4: 9, 
4. H.81,v.4. 
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that extent only; but activities like taking food, may be con- 
tinued to the measure necessary for the preservation of health of 
the body until it falls off in its natural course."5 As Tirukkalirtup- 
patiyar puts it, though the saints may be behaving like ordinary 
men, they become identified with Siva and all their acts are the 
acts of the Lord.5 It is because of this Sivajaanabodham in its last 
sütram emphasizes temple worship and worship of the atiyàrs: 


*Gemmalar nēnrāļ céralotta 
Ammalankalii anparotu marīi 
Mālara néyam malintavar vétamum 
Alayam tanum Aranenat tolumē””. 


Ārūrar in enumerating the saints in Tiruttontattokai would 
not have looked upon them as mere Sēdhakas, He falls at their 
feet in almost every line of his verses because he feels that they 
have attained siddhi (realization). 


III 


SIGNIFICATION OF THE GROUPING OF ATIYARS: 


The penultimate verse of Tiruttoniattokai, a verse which we 
have reserved for consideration here, isimportant as giving us an 
idea of his classification of the Saivite saints. That verse is said 
to give a list of groups of Saivite saints not specifically mentioned 
in that hymn. According to him the saints are classified as 


follows: 


(1) Pattarāyb panivār, (2) Paramanaiyē patuvar, (3) Cittat- 
taic civanpālē vaippār, (4) Tiruvārūrppirantār, (5) Muppotum tiru- 
meni tīņtuvār, (6) Mulunīru pūciya munivar and (7)  Appalum 
atic cārntār. : 

Muppotum tirumēni tintuvár are those who worship the "liiga" 
thrice a day at the temple or elsewhere. Cékkilar would take them 
as Saiva Brahmin priests. But, as already mentioned, others like 
Kannappar and Cākkiyar could be brought under this head. 


Tiruvararppitantar, as already noted, exemplify the cult of 
holy places connected with temple worship. Or, this may mean 
that the worshippers in a temple and all the people born in that 
holy place, appear to be sacred and holy, to be worshipped by all. 


5. Stütras, 12-14. 
6. 12, 51-56, 64. 
T. 134 
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This gives us the high ideal these saints had about society, and 
service to society, without any distinction. It is not the followers 
of their religion alone that are looked upon as worthy of their 
service but all the people in general. The Saivites have been thus 
living as far as their ideal is concerned in a classless and casteless 
society—a society of devotees. 


Muļunīru pūciya munivar are those holy people who smear 
themselves with the sacred ash (Vibhūti) as the outward symbol 
for the inner purity of their heart. 


Pattarayp pamvār are those who worship the Saivite atiyars. 
*Panita emphasizes bending low in humility and service. 


Cittatlaic civanpālē vaippar are those saints great for their 


mental worship and yoga. Cittam emphasizes the mental contem- 
plation. 


Paramanaiyē pātuvār then refers to poets. The emphasis is 
on the karaņa—tongue or speech. 


They are the mystic poets like 
our Tēvāram authors. 
It is thus clear that Ārūrar is emphasizing the very principles 
we had analysed in the philosophy of temple worship and holy 
places, the principle of mental worship, of mystic poetry, of the 
greatness of outward form and a reverential feeling therefor. 


Appālum aticcārntār is mentioned to cover cases not mentioned 
anywhere else. Cēkkiļār takes it as referring to the lovers of God 
beyond the limits of the Tamil country and those who might have 


lived before and after the age of Ārūrar, thus conceiving a democ- 
ratic family of the lovers of God in the whole Universe and of 
all times. 


IV 


NATURE OF THE WORSHIPPER—INTRODUCTION: 


he ideas c d : 
i on re 
found in other verses of Nampi 4 tained therein a 


ji rūrar. Some 
the saints are referred to by Namp; of the names of 


. Ārūrar, as l . t d 
out by us.” "The philosophy of service to bhaktas ind p. 
7. Part I ofthis Volume. M $ 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


THE TONTAR AND THEIR RELIGION 1067 


loping both in Saivism and Vaisnavism. — Kulasekhara?s hymn, 
** Tettaruntirattén? has become famous because of this philosophy; 
and provision has been made for reciting this hymn in the temples, 
as is borne out by very early inscriptions. Nampi Ariirar’s poems 
may be examined from this point of view. 


The various forms of the Lord as described in the Purana 
and as appealing to our poet have been described at length in 
our study of our poet’s purānic mysticism.8 That study gives us 
our poet’s conception of his God. In the duality of the religious 
predicament of God and His worshipper, the Deity and the 
devotee, after an account of the nature of God, that of the 
worshipper is taken for consideration here: 


V 


WORSHIP OFFERINGS: 


The pūjā or worship by the attyārs or followers of God is 
referred to by our poet? as Pūcai or Pūcanai. This forms part 
of Kriya mārga. We have the descriptions of the worship by 
Saudé$vara,? Agastya,! Brahma,” Vismu? and the Mother God- 
dess.!t Muppotum Tirumēni tīņtuvār come under this head. The 
symbol, image, or idol of God is placed before the worshipper 
and God is felt or imagined to incarnate Himself in that form. 
Usually this form is a liga; in another place we have explained 
the various kinds of lingas.!? Sandésvara makes a linga out of 
sand.” Agastya makes a ‘tāpara’ (stāvara) linga, i.e., an immobile 


linga 18 
V (a) 


Offerings are made to this Lord incarnating in the image. 
Any leaf or a hand ful of water is enough to please the Lord who 


8. Vol., II 

9. 7:9: 2; 7: 19: 8; 7: 30: 6: 
10. 7: 16: 3 

UL, 7 (6x B 

12. 7: 16: 10. 

13. 7: 19: 2; 7: 66: 3 
14. 7: 16: 1; 7: 61. 
15. 7: 16: 3; 7: 65: 6 
16. Vol. 1. 

17. 7: 16: 3. 

18. 7:65:5. 
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is hungering for the love of the souls. It may be any leaf but 
the worshippers see it is green; it may be any water but they 
see it is clear without any foam — *'Wocciyam paccilaiyāl nurai tir 
punalal toluvar^ 9? Our poet brings out this truth in his state- 
ment, ‘‘Jlaiyal anpal ēttumavar”2? — ‘Those who praise Him with 
leaves out of love’. Does not the Lord of the Gita say that He 
accepts (eats) even leaves?? The Lord is pleased with the loving 


offering of flower.?  Vismu has offered his own eye when there 
was a shortage of flowers.?? 


But usually the worshippers do not stop with the leaves. 
They offer the Lord, flowers and they are fragrant flowers bloom- 
ing with all freshness and beauty inviting the humming bees.” 
They offer the best of flowers." All the flowers of the land are 
there for the Lord and the worshippers offer them as great tapas.” 
Of those flowers eight have become sacred to the Saivites which 
are, ‘punnai?, ‘vellerukku’, ‘canpakam’, ‘nantiyavattam’, ‘nilotpalam’, 
*patir? , ‘alar? and ‘centamarai’.2® They offer this with their own 
broad munificent hands. Compare the Gita calling them 'udarat 
They offer it on his feet in a feeling of self-surrender — 
*Atimel alarittu nalla tontankati paravi”. 32 They themselves 
carry the water in a pot and the flowers, performing thus 
the service of the Lord who becomes pleased with them and 
dances.® They go all pure and holy after they had bathed every 
day without fail in water. They pluck the flowers with their 
own hands and weave out a beautiful garland out of love which 


19. 7: 98: 3. 
20. 7: 94: 9. 
E [7 
n OCC tū)am yo mē bhakiyā prayaccatih.........« «ttt 
22. 7: 19: 8. 
23. 7: 19: 2; 7: 66. 
24. 7: 8:3. 
25. 7: 41: 9; 7: 86:3, 
26. 7: 23: 4. 
27. 7: 84: 2. 
28. 7: 82: 6 
29. 7: 22: 8. 
30. 7: 57: 4; 7: 84: 2 
.31. 7: 18. 
32 T: 222 
33. 7:6: 5 
34. 7: 30: 3 
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knows no break. Flowers are offered in plenty. The offering 
of water is also made and it is said that itis made eastward (to 
the Sun as a form of the Lord).” These offerings of flower and 
water are made to the accompaniment of the mantras which the 


worshippers recite.$ Some offer these flowers with the mantras 


of the Rg Vēda. 


The water is not only given as offering but the Lord is bathed 
in water. The Lord is bathed not only in water but also in the 
five sweet (tēn) things of the cow." The five of the cow are— 
milk, curd, butter or ghee, cow-dung and cow-urine. Of these the 
milk occupies the pre-eminent position.42 One may at once dis- 
tinguish milk, curd and ghee from the other two and these are, 
therefore, specifically mentioned.48 Honey also is mentioned as 
an article in which the Lord is bathed.44 The word used is ‘Tew’ 
and this, as already pointed out, refers also to the sweet fluids of 
the cow.4® "The idea behind this bath seems to be that the wor- 
shippers should realize that the Lord is the inner light within 
these various objects of worship and that the various organic pro- 
cesses are a divine mystery. 


Indian life is characterized by the co-operation of the best 
and the man. The cultivation is the basic occupation of this 
country and when the harvest is made, man gets his share of rice 
and the bull gets its share of straw and grass. The grass becomes 
the life blood of the cow but when the cow is the; loving mother, 
its blood undergoes a wonderful and mysterious change by becom- 
ing the milk — the ideal food, containing ina miraculous way all 
the necessary elements in the right proportion. This milk under- 
goes further change into the curd, the best protein food, and the 
ghee, the best fat food, the milk becoming the curd in the stomach 
and the ghee being absorbed by the body in its digestible organic 


35. 7: 30: 3; 7: 94: 2. 
36. 7: 83: 2. 
37. 7: 84: 4. 
38. 7: 30: 6. 
39. 7: 78: 3. 
0. 7: 88: 3. 4 
a 7: a A 7: 19: 5; 7: 40: 7; 7: 53: 9; 7: 61: 8; 7: 68: 2; 7: 87: 6; 


7: 88: 3; 7: 97: 3. 
42. 7: 61: 8; 7: 68: 2. 
43. 7:5: 1; 7: 15: 6; 7: 19: 5; 7: 84: 7; 7: 70: 9. 
44. 7: 70: 9. 
45. 7: 88: 3. 
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form through the small intestines. The live process continues and 
the water and the undigested fibres are thrown out as refuse — 

the urine and the cow-dung — by the kidney and the colon res- 

pectively. This refuse is valued by men not only as the manure 

but also as the plaster for beautifying the mud walls and floors 

of their habitat. The biologists speak of the nitrogen cycle. Here 
comes in the co-operation of Nature and living beings. The refuse 

goes back to the land to enrich it with all that it had willingly 

given away for the growth of the plant on which we live. All 

this is looked upon by the Hindus and Saivites including our poet 

as a mystery explicable only as a divine consummation. In every 

one of the stages, God is found in all His creative glory and this 

is the significance of this bath of the cow’s five ( paficagavya). Abhi- 

sēka may be generalized as revealing this inner truth of all the 

sweet things we love, as God. We offer God unto God and we 

partake of it as God, a wonderful transubstantion. We. there- 

fore, love, move and have our being in God. 


Incense is also offered; Bhaktas worship Him with the rich 
fragrant smoke.4¢ The worshippers besmear themselves with the 
sacred ash." * Muļunīru püciya munivar’ are those great men. 
Purification through a bath in water has already been referred to.” 


Here, a distinction is made between *Caryà? and ‘Kriya’. When 
one brings the flower, water, etc., for the worship in the temple, 
that is when the fūjā is not one's own, it is Carya — it is service 
— ‘Tontatal’ or Tontu pūņals? — taking up a vow of service; 
*Kurreval ceyyal — performing all menial services? Has not 
Kulasékharar said that he will follow the Lord carrying the 
spittoon?® The Bhaktas are thus practising themselves for living 
in His service.** They take care of Himas a parent.55 Those who 
perform worship in the temple are called "Akattatimat” „59 the ser- 


46. 7: 82:6 


47. 7: 30: 2; 7; 30: 6. 

48. 7: 39: 10. 

49. 7: 30: 3, etc. 

50. 7: 15: 9. 

51. 7: 24: 4. < 

52. T: 14: 9; 7: 17: 1; 7: 26: 4; 7. 30: 8 
53. Perumal Tirumoli—4: 3. x) 
54. 7: 77: 4. : 

55. Pénal—7: 56: 5; 7: 92: 8. 

56. 7: 9: 6. 
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vants of the interior like Muruka Nāyanār and Pukalttunai 
JNayanar. 


It must be noted that the Caryà mentioned in some of the 
references are really Caryá in Jaana; for, the Jani who has 
realized God has to perform acts whilst alive and his Caryà is the 
Caryà in fūāa. 


Fruits intended for the beloved are also offered and this is 
mentioned with reference to the worship by a loving couple of 
monkeys which worship on the mountains at every one of the 
Sandhyas with water and flower.5? Kannappar’s story tells us that 
food also was offered to God. 


Going round the Lord or the couple from the right side of 
the Lord is another item of this worship —*'Cūļum valam ceytu’?.58 
Circumambulation is referred to with reference to Muttāru which 
is conceived by our poet as his comrade in worship.5? 


VI 


TIME OF WORSHIP: 


This kind of worship is offered every day.9 The morning 
worship! is important as it begins the day with the sacred thought. 
The phrases ‘Tolutéluvar’®? — Cintitteluvar,9 ‘Valipatuceyteluvar’®™ 
aud 'Winaintelavār',*5 are important. The second word of 
these phrases is ‘eluvar’, i.e, those who wake up. The first 
words are * Tolutal" (bowing down), *Cintittal (think of Him), *Vali- 
fatal (worship Him) and ‘Ninaital’ (contemplate on Him). The 
phrases as they stand mean that worship occurs first and then the 
waking. This is an impossibility. Unless this worship 1s some- 
thing like a dream-waking, it can occur only after one wakes up. 
Therefore, Subrahmanya Diksitar (the commentator on Tamil 
Prayēkavivēkam) changes the word order and interprets them 
as ‘Eluntu toluvar’ etc., those who wake up and worship. This 


57. 7: 92: 7. 

58. 7: 83: 2. 

59. 7: 43: 10. 

60. 7: 20: 1; 7: 50: 7; 7: 61: 8. 
61. 7: 41: 5. 

62. 7: 74: 1. 

63. 7: 4: 3. 

64. 7: 82: 3. 

65. 7: 61:8. 
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is making prose of poetry. But this ‘Eluntu toluvar’ is also refer- 
red to by our poet.®* Hence these phrases should have a special 
significance. These phrases refer to a different mental state 
and these have been interpreted by Parimélalakar and Péraciriyar 
to mean that the worshippers always contemplate on God, that 
their last thought before they sleep is their worship of the Lord, 
that their first thought on waking up at dawn is the same worship 
and that, therefore, they wake up thus with the thought of wor- 
shipping the Lord. Worshipping and waking are said to occur 
simultaneously. As worship is the continuous act, it is spoken 


of in the past tense. This reveals a spiritual stage called ‘Sahaja 
nistā” 


The worship is sometimes performed twice—‘Jrupolutum’;® 
*Trupotum’ ,® at dawn and at dusk or at day and night.9? Day and 
night may also mean always, when the worship will be ‘Sahaja 
mista. But the worship in the morning and in the evening is 
clearly referred to — **Kalaiyilum màlaiyllum"." There is also 
the worship thrice a day. The Sandhya worship is offered at 
morning, noon and evening. Therefore,'our poet also speaks of 
‘Ganti mūnīu — “three sandhyas; "Mūnru potu"?—at the three 
points of the day. This is described as two joints of the day 
morning and evening along with midday — "Antiyum nan- 
pakalum”. The expression “Jravum elliyum  pakalum""^ is not 
clear. Can we take *Iravu” to denote the evening, ‘Elli’, morning 
and ‘Pakal’, the midday? Then this expression will mean, worship 
at the three points of the day. Or, can we take the expression 
to mean, the night, the morning and the evening sandhyas and the 
midday? Then it will mean worship always, that is ‘Sahaja nistā. 


Every day at these sandhis, the Lord is adorned with flowers like 
the beautiful ruddy sky.”5 


The worship at midnight (Natumāl) 
: ght (Natumat 
and day (Pakal) is also spoken of with reference to the ‘single 


66. 7: 41: 5. 
67. 7: 83: 2. 
68. 7: 50: 7. 
69. 6: 14: 8. 
70. 7: 16: 8. 
71. 7: 65: 5. 
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legged Beings’,’® uttering the Rg Vēda, standing like elephants 
sprinkling the mountain spring water.” "NatunāP" is midnight, 
probably because the ancient Tamilians counted the day from the 
midday to the next midday. The "NatunāP worship will answer 
to the *Ardhajáma pūjā” of the present day. 


All this is the *55cai"?? or 'pücanai'" which is called in Tamil 
“Valipatw’.®! The life of this pūjā is bhāvanā. Our poet speaks of 
*Pavittal.8 This bhávanà has three levels: one is mental imagi- 
nation, where mind is one with prakrti, i.e., with "Pašu karana’; 
the second is the contemplation of the jiva which is with the ‘Pati 
karana’; the third is the contemplation out of ‘Arul or Divine Grace. 
Here comes the mystic vision blossoming into beatific vision.8 
The worshippers contemplate on Him and praise Him with offer- 
ings of flowers and frankincense.84 This worship becomes a 
tapas.8 The worship of the Mother Goddess is described as 
tapas. Love is the soul of this paja.8? Bowing down, falling 
at the feet, touching them with our head, and bringing hands 
together, one palm facing the other palm in what is called the 
añjali pose are all mentioned — “Nil nil muti vānavar vantiraiū= 
cum" ;98 **Muliyal vānavarkaļ muyankal’;8® “Ati tolai”; “Ati 
vital”; ** Ati toluvar’’;®? “Kai tolal’’;® *Kaikaļāl kappi?.* Kūppu- 
tal is aūjali Vanankutal is bowing down:95 **Talaiyāl talum’’.%6 


76. 7: 78: 3. 
77. 7: 78: 3. 
78. 7: 78: 3. 
79. 7: 30: 6. 


80. 7: Be l; 74 gx 2. 

81. 7: 82: 3; 7: 92: 7. 

82. 7: 81: 6; 7: 48 1; 7: 54: 5; 7: 57: 

83. Cirrurai p. 124; Pātiyam, p. 402 of S ivajfanabodham. 
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91. 7: 4: 10: 
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VII 
TRIKARANA: 


The worship is through all the trikaraņas — body, speech and 
mind. The poet asserts that he has dedicated his head, tongue and 
mind to the services of the Lord.” The poetry is itself a worship 
as Cēkkiļār says, ""Arccanai pāttē ākum”** and this is a peculiar 
kind of worship in which our poet has specialized. These wor- 


shippers sing; they speak of Him in many ways; they compose 


verses of various rhythms. They cease not singing. Even as 


their speech becomes the art of poetry and music, their move- 
ments inspired by the thought of the Lord become the dance. 
They praise him in whatever way they are capable of — “ Vallatel- 
lam colli vāltta””. They sing his praises — “‘Porricaittal’’;®® they 
praise His feet — ‘Ukantétti’.°° They live in this praise of their 
love even as they live in His presence. ‘Sottu’ is their cry of 
refuge. ‘Ati põrri 2 is another form of this cry of self surrender. 


Their uttering of the mantras is referred to.1° There is again 


"the repetition of the names of the Lord, His thousand names,’ 


and His many names.1° “I have been blessed with the repeti- 


tion of your name”’;!°° “Thanks to my good old fortune" sings 
our poet. Learning the sacred name,” the name of All Power,!$ 
the worshippers praise Him with these names.!? This practice 
has soaked through his body and the poet exclaims, "Even if I 
forget, my tongue shall utter the mantra, Namassivaya’’.° Here 
also it is the mind which moves. “The Lord, He stands in the 
mouth of those who contemplate on Him Ne mind”. 


97. 7:14: 1. 

97a. Tatut., 70. 
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Learning His name has been referred to. It becomes thus an 
art and the worshippers practise this art. They learnit, listen to 
it and repeat thereby the greatness of the Lord, reciting, praising 
and contemplating on the various hymns of praises (probably 
Tamil hymns and Védic mantras) full of the glory of words and 
their meanings.!!? The Lord thus is the meaning of all arts and 
becomes sympathetic with the Sakydya who experiences the art 
as the Seer.48 “The worshippers recite and learn; they realize 
the meaning; they think of Lord’s greatness; contemplate on it. 
Their hearts melt in love. Appropriate words come out as 
sound."!4 The words of praise as far as Ārūrar is concerned are 
Tamil words.!5 All these descriptions suggest the worshippers 
taking pleasure in these names even as the beloved does in the 
name of her lover. 


Mind is much more important than the tongue and the body, 
for,itis the mind which moves them. Out of the fullness of the 
heart the mouth speaketh: *'Manattu mikkatu vay veruvum”” is 
a familiar saying. ‘‘Vay veruvit tolutz9"1$ sings our poet. We 
referred to the phrases ‘Cintitteluvdr’,Y7 — *minainteluvar 8 etc. 
The worshippers are steeped ever in this contemplation. It 
becomes a sahajanistā, where the contemplation with God as centre 
becomes as natural as our very breathing. The worshippers 
there sit, they lie, they walk, but all along, they think of Him 
and utter with all their heart, "He is our Lord”.9 They sit, 
stand and lie, but they praise Him always,” ... wherever they 
may be, they always think of Him’? and He becomes one with 
them.!2 They think Him for long — “Nala ninaintu’’ They 
think of Him and nothing else — “Numaiyé ninaintiruntēm 7124 


4 ó =] 949 AP 
“Unaiyallal iniyonīum uņarēnē .128 


112. 7: 16: 5, 
113. 7: 59: 3. 
114. 7: 84: 2. 
115. 7: 69: 4; 7; 84: 10 
116. 7: 58: 5. 
117. 7: 4:3 
118. 7: 61: 8 
119. 7: 11: 2 
120. 7: 95: 10 
121. 7: 23: 2 
122. 7: 23: 2 
123. 7: 20: 1 
124. 7: 21: 1 
125. 7: 26: 9 
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VIII 
CITTATTAIC CIVANPALE VAIPPAR: 


The importance of the mind even in pūjā has been already 
brought out. The verbs used are, * Ennal^ 3?8. ** Karututal??;127 
“Cintittal’?;128 ** Unartal^;29 ** Arital^ 339 *Ulkutal 31 “ Payittap? 132 


*«Ninaital”;133 “Paraval’’;84 “Cintai ceytal”.135 The 


nouns used 
are 


, *Ullam" 338 “Cittam”;!3? *Cintai;138 ** Mati? 39 “Manam” ;140 
* Nericu ^; *Ninaippu ;4? Karuttu^;49 and *Bhávaná" 44 Some- 
times these words are used as synonyms; sometimes they are 
distinguished. amputal,!45 Kulaital,4® — Kacital,^ — Nekutal,148 
Ūrukutal,49 — Elutalj*9? Aticērtal,51 — Ceritalj9? Teļital,53 Teri- 
tal 154 Gikkanavu,*5 Taral!55a are also used with reference:to these 
mental acts. What is important in this worship is ‘Cintai’ which 
contemplates and in many places it is the *Cintana?? and its acts 

126. 7: 11: 2; 7: 75: 6. 
127. 7: 6: 7; 7: 90: 8. 


7 

7 
128. 7: 4: 3; 7: 61: 1; 7: 61: 8 7: 67: Uo 78 We | 
129. 7: 84: 3; 7: 84: 8. 

130. 7: 74: 2, 3, 4. 
131. 7: 59: 7; 7: 61: 10; 7: 92: 4; 
7 

7 


7: 96: 5; 7: 97: 10. 
132. 7: 57: 2; 7: 59: 10; 7: 61: 2. 


133. 7:8: 4; 7: 14: 7; 7: 61: 8; 7: 68: 4; 7:87: 2; 7:91: 4; 7: 96: 5; 
7: 97: 2,3. 

134. 7:62:3; 7: 77: 1. 

135. 7: 30: 7. 

136. 7: 61: 10; 7: 64: 5; 7: 67: l. 

137. 7: 56: 6; 7: 62: 3. 

138. 7: 57: 3; 7: 59: 3; 7: 61: 

139. 7: 56: 8; 7: 59: 3. Sie 

140. 7: 67: 2; 7:61: 2; 7:59: 3; 7: 68: 4; 7.87. 

ME 59:3; 7: 68: 4 7: 87: 2. 

142. 7: 87: 2 

143. 7: 58: 3; 7: 62: 8; 7: 14: 8: 7:51: 

V^. mena 2 GVX Tf. 

145. 7: 88: 1 

146. 7: 14: 9; 7: 90: 8. 

147. 7: 16: 8; 7: 63: 10 

148. 7: 11: 7 

149. 7: 68: 2 

150. 7: 75: 8. 

151. 7: 75: 1, 4, 5 ete. 

152. 7: 59: 5; 7: 73: 4, 

153. 7: 59: 5. 

154. 7: 57: 10; 7: 80; 4. 

155. 7: 59: 5. 

155a. 7: 4: 3. 
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that are referred to. Does not Cēkkilār describing Arirar whilst 
the latter was worshipping the Lord of Tillai, state that the four 
internal organs of the mind of Ararar became this *Cinta? —'* Alap- 
parui, karanankal nānkum cintaiyē āka”?156 


Manam, Buddhi, Cittam and Ahankāram are distinguished as 
internal organs or organizations of mental activity. Manam per- 
ceives and builds its castles in the air with all its consequent 
doubts and confusions; this is often compared to the monkey 
wandering about without any rest. Buddhi, like the serpent 
winding through to its place of rest understands the pros and 
cons of a problem for arriving at a judgment; it is the faculty 
of decision; Cittam is the conative faculty of pursuing this deci- 
sion like the dog following its scent. Ahankaram is the feeling 
of ‘I’ — the feeling of self or egoism moving proudly and majesti- 
cally like the elephant as though it is the master of everything. 
“The oscillating mind should be stabilized, the arguing buddhi 
should be let alone with the Reality, the Ego which feels there 
is nothing comparable to it should be subdued, then, ‘Cittam’ will 
bring out Greatness (the Mahat or the Absolute) even where it 
stands": (This is one of the invaluable versions of the Tamil Upani- 
latam, consisting of 32 such versions or verses). The internal 
organs have thus to be transformed by a re-orientation. When 
our poet speaks of these, he must be taken to be referring to such 
transformed organs all re-oriented towards God. The mind ordi- 
narily a slave to the world and the passions which are evanescent, 
develops the Universe as consciousness (Akaņtākāra riti) in its 
attempt at aiming at the Absolute; when that is developed, mind 
is said to become burnt itself away, like the torch setting fire toa 
heap of wood and being itself burnt away along with other logs 
of wood, the whole lot becoming the glorious bonfire. This is 
according to a verse in Tamil Upanitatam." 


In the Samkya Philosophy Manam Buddhi and Ahankaram are 
alone emphasized and the Saiva Siddhanta following this philosophy 
looks upon *cittam” as the second stage of activity of the mind. 


Sivajiána Mapatiyam explains these. 

— ieej every perception, there, are certain fags for pee 
i d form and a 

nce, we have the sensation of yellow colour, a roun 


156. Tafut., 106. 
157. V., 1. 
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sweet smell at the sight of a mango — a meaning is added on to 
these by memory and the resultant is the perception of the mango. 
The mere sight, a dim awareness that something is before us as 
an object is called undifferentiated perception — ‘Nirorkalpak 
katci?. When it is perceived as a particular object placed within 
a particular class, then it is called differentiated perception — 
‘Savikalpakkatci?, As soon as there is a dim awareness, the acti- 
vity of what is called ‘manas’, the desire for knowing the object 
begins. Memory is searched and old recollections come to light. 
A suggestion that what is appearing may be this particular thing 
develops. This is the mental activity of ‘cittam’ what is consi- 
dered to be a sort of manas. All the possible meanings are put 
in the melting pot but there is not a definite conclusion arrived 
at as yet. The mind is still indefinite and doubtful. In the next 
stage the mental activity of egoism or ‘ahankara’ comes into play 
and the man is attempting at solving the puzzle or the challenge 
of the object. The emphasis is on the ego or its volition. The 
last stage is reached when the man decides that the object is any 


one particular variety of fruit or mango. This is the result of 
the activity of *buddh? 198 


‘Ninaippw’ is recollection, a freedom from distraction; * Karuttu? 
emphasises certain amount of feeling and decision or will.15? 
Worshipping with all one's heart is spoken of as ‘Karuttinal kai 
toluta 3€? tis possible to interpret this as mental worship also. 
*Gintittal is mananam; this is connected with *cintanai” — the dirgha 
cintanā. Our poet speaks of cintai, manam and mati all in one 
verse. Here, cintai may be cittam; mati, the buddhi and manam, 
the manam of the above classification. Or, they may stand for 
ahankáram, manam and buddhi which are alone mentioned in the 
old Samkhya Philosophy. Before these internal organs, stands 
the world as object, making possible the enjoyment according to 


karma — "Vitiyin payam 3e It must be pointed out that in worship 
and contemplation, cittam plays the important part and these 
various words may after all refer to th 


at. 


158. Sivajītānabūdha Sivajiüna Mābāti > AS 
Samājam Edition, pp. 229-237, Gpātijam by Sivajīāna Svamikal 

159. See ‘Katalalé karutum’ — 7. 6: 7; « 

160. 7: 14: 8. tm 8: Ti "Karutumā karutaki pal’ 7: 90: 8. 

161. 7: 59: 4. 

162. 7: 41: 5. 
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‘“Bhavana@” is imagination. This is of various kinds: 1. Imagi- 
nation through mind—a mere mental experience; 2. Imagination 
without mind; 3. Imagination which is none of these two; 4. Ima- 
gination like that of a starving man imagining that he is feasting. 
All these are either unreal or mere mental affections. But, the 
vision of the Soul is real; the Soul is inspired and embraced and 
kissed by the inner Lord. The dhāvanā, then, is the beatific vision 
and real divine experience, thanks to the ‘Aru? (Grace) of God. 
The mental imagination blossoms, if there is the sincerity of the 
Soul, into the supra mental real imagination or the beatific vision 
and experience of the Lord.16 There is also the ‘Sivoham Bha- 
vanā'—the contemplation of Siva as the Self or the Self of Self. 
The poet refers to the difficulties of this bhāvanā—'** Unnaippēl 
ennaip pavikkamattén”’ 164 *Sivēham*—'1 am Siva’; ‘Nandya Paran?165 
is the form of the contemplation arising out of the teaching of the 
Guru or Master, ‘Tattvamasi’—‘That thou art'.!66 Bhavana is inter- 
preted by Parimélalakar as Nididhyāsana, the final stage of the reali- 
zation of the message of ‘Tat tvam asi’ 18? 


IX 


SRAVANA, MANANA AND NIDIDHYASANA: 


The Upanisad, Brhad Aranyaka speaks of Sravana, Manana 
and Nididhyasana. There is the upadésa of the Master, the reve- 
lation of the Truth. The disciple listens to it and learns the Truth. 
This is Sravana. ‘‘Kétten kétpatellam’ says our poet—‘I have 
listened to all that has to be heard, and learnt them’. *"Ptzāvāmat 
kēttolintēn””168—:] have learnt and experienced birthlessness!” 
This is not mere study, for the poet asserts that this is a message 
‘Kéttal’ is ‘arital’, knowing, though literally it 
, It is not merely hearing by the 
It is real understanding where the 


of birthlessness. 
means hearing or listening to. 
ear; it is hearing in the mind. 
knowledge learnt soaks through the soul so as to acis ibo 
«To know is to be’; c.f. “Brahmavit Brahmaiva bhavati . ‘Manana 
is contemplating on this truth, and removing thereby all doubts, 


163. Sivajnanabodha Mapa tiyam, p. 408. 
164. 7: 54: 5. 

165. 7: 38: 4. 

166. V. 2, Sivajfíanabodham. 

167. Commentary of Tirukkuraļ, 358. 
168. 7: 21: 2. 

169. 7: 21: 2. 
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so that the realization may result. .Vididhyásana is the clarity of 
the vision of Truth. Niştā follows: it is standing firm in that rea- 
lization; it is the stage of inseparable communion or unity with 
God. The Vaisnavite commentary "The Ifw' interprets the terms 
Terivu, Ninaivu and Ennutal as referring to the Sravana, Manana 
and Nididhyasana.1” Sivajāāna Yogi interprets the words Sravana, 
Manana and Nididhyasana as Keéttal, Cintittal and Telital* and 
Parimélalakar translates them as Kēlvi, Vimarisam (Vimarga) and 


Pāvanai (Bhavana)J"? Šivajūāna Yogi interprets ‘Unartal’ as Pāvittal 
(Bhavana) 17 


In hymn No. 86, our poet uses the terms, 'Arivu',!74 «Ninaivu” ,175 
Uņarvu'1"$ and "Cārvu'.!? One may interpret ‘Arivu’ as learning 
through Sravana; *Ninaivw as Manana, and 'Uņarvu as Wididhyā- 
sana. In that hymn the poet speaks of the Jani ever speaking of 
Him; ever praising Him; ever being in His presence in all his acts. 
*Carow may mean, not the first approach but the final complete 
self-surrender; the final communion — the ‘Prapatti or ‘Anma 
nivétanam’, referring to what the Gita gives as its final message: 
“Sarva dharmān parityajya mam ékam  $aramam vraja”."% ‘Ati 
villa”, * Ati ataital'3*? and * Ati certa! may be taken as referring 
to this Nistā. The poet speaks of *Elutal18? receiving or carrying 
the truth, which may be taken to be Sravana; of *Ettutal183 — medi- 
tation so as to blossom into vision, which may be taken as Manana; 
of ‘Ennutal®4 which may be taken as Nididhyasana. Here ‘Ati- 
cērtall?5 which may be taken as JVistá is also mentioned. The 59th 
hymn (verse 5) speaks of ‘Ceriou?, the attachment of the mind to 


170. Commentary on vi, ix, ll. 
171. Sivajianabodham, Mapa fiyam. 
172. Tirukkura], 357. 

173. Ibid., p. 512. 

174. 7: 86: 7. 

175. 7: 86: 8. 

176. 7: 86: 2. 

177. 7: 86: 1. 

178. 18: 66. 

179. 7: 4: 10. 

180. 7: 55: 1-9. 

181. 7: 75: 1, 4, 5, 9. 
182. 7: 75: 3. 
183. 7: 75: 8. 
184. 7: 75: 6. 

185. 7: 75: 1, 4, 5,9. 
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the Lord. Probably this is the result of Sravana; this is the con- 
templation and meditation and the mental communion. Then this 
must be taken as Manana. The poet next speaks of *Teļivu”,186 the 
clarity of vision which is the result of Nididhyüsana. Out of the 
clearness of vision and of the firmness of conviction comes the un- 
loosening embrace of real communion or identity—*Cikkanavu'.187 
Does not Manikkavacakar say, *Unnaic cikkenappitittej 2188 


In passing it may be added that Sravana, Manana and Nididhya- 
sana and WNista are related to the Saivite Carya, Kriya, Yoga and 
Jāna paths. Sravaņa is said to be Carya in Jnana; Manana, Kriya 
in Jūāna; Nididhyāsana, Yoga in Jaina and Nista, Jaana in Jīāna.189 
Vallabhāchārya speaks of Bhakti being developed by deep faith or 
Sravaņa,? loving remembrance or manana’! and devotional music 
or Samkirtana which he places in the place of Nididhyasana. This 
throws a fiood of light on the correct conception of the musical 
compositions of Arürar. But all this is of Sastriya Bhakti which 
later on bursts all limits to become Pusti Bhakti. This points out 
the inadequacy of our attempt at restricting the thoughts of our 
poet to the traditional dimensions. 


x 


YOGA: 
Our poet speaks not only of Carya and Kriya both physical and 
mental but also of Yoga. What has been described above is in a 
way Yoga. But the Yoga system refers to the various stages of 
contemplation. First is Pratyahára — the introversion or the look- 
ing in; the Second is Dhdrand, where the contemplation becomes 
concentrated and continuous like the flow of a liquid, unlike the 
intermittent thoughts of the previous stage; the Third is Dhyana— 
the mental retention. The Fourth is Samadhi or spiritual unity. 
Our poet speaks of ‘“‘Karutuma karutakirrār”;192 ““Karuttil ummaik 
this may be Pratyahara. “‘Cittam oru nerikkē 


karutuvārkal” ;193 
186. 7: 59:5. 
187. 7: 59: 5. 


188. Tiruvacakam-Pititta pattu: 1-10. 
189. Sivajītāna Māpātiyam, pp. 471, 472. 
190. JVamputal, 7: 63: 7 of Ārūrar. 

191. Kātalālē karututal, 7: 6: 7. 


192. 7: 90: 8. 
193. 7: 6: 4. 
T. 136 
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vaittal’ is the Dhēraņā leading to Dhyana. Ninaivu will be Dhyana 
leading to Samāthi as a result of which the Lord occupies the 
whole mind leaving no room for anything else, ‘“Ninaivartam 
ullatté niraintu tūnrum 39 


The Kundalini — the Serpent Power — the Yēgi's divine 
power—is said to sleep at the lower end of the vertebral column. 
It has to be awakened when it rises up to the crown and the 
beyond. The six cakras or mystic centres in the body are, (1) 
Mūlādhāram, (2) Svādhisthānam, (3) Maniparakam, (4) Anā- 
hatam, (5) Višuddhi, and (6) Ājūā respectively at (1) the base of 
the spinal column, in (2) the region of the genitals, (3) abdomen 


(navel), (4) heart, (5) throat and (6) in the forehead between 
the two eyes.1% 


Our poet exclaims, “I will search four fingers breadth above 

the navel and there I shall dance" — *'Wātuvan nātuvan nāpikku 
mēlē or nālviral...ātuvam ātuvam”1%6 reminding us of the Mun- 
daka Upanisad, “When the Self chooses, unto Him, He reveals Him- 
self. The significance of this statement of our poet cannot be 
explained before futher researches are made in the Yēgašāstra. 
Mampirakam is near the navel; Svādistnānam is four fingers below 

the navel. Is *mz/ to be interpreted as ‘kil’? The cakra above the 
navel is Anahata of the heart. The Āgamas speak of the mental 

puja conceiving the Universe or Anda being in the Pinga or the 
body, starting from the navel in the form of the lotus on which the 

Lord as the Great Beyond sits. There is the flower stalk of this 

lotus — eight finger breadth in length. The lotus bends down; 


possibly it reaches the midway of the stalk — above four finger 
breadth from the navel. 


4 i ‘ If this were so, our poet may be refer- 
ring to this meditation. 


“Man mutal nāļamalar vittai kalārūpam 
Enniya Icar Catāšivamum — 
Kalaiyuruvà nātamām Gattiya 
Nilai atilam accivan nēr” 198 


Nannir 
tan kannam 


Sa p vaigā tattoas from Pythvī upwards from the stalk 
of the lotus. The seven Vidhya Tattvas along with Suddha Vidhyā 
194. 7: 30: 2. 3 


195. Shakti and Shakta by Wood : 
196. 7: 45: 9. odroffe, b. 682. 


197. III. ii. 2. : 
198. Sivajitānabūdham, Ci Trurai, p. 186 ; 
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form its eight petals. vara Tattva and Sadagiva Tattva form the 
sixty four stamens. Sakti Tattva forms the pericarp. The Siva 
Tattva forms the (51) seeds, inside the pericarp. Siva’s feet 
stand on this lotus of the heart. Worship them (through paūcāk- 
sara). 


XI 
JNANA: 


The final state is communion or identity. That is fūāna. It 
is spoken of as love. In all that has been described, therefore, 
what is important is the love which according to Tirumülar is 
nothing but Siva.199 Love transmuted is God. * Katanmar 200 
* Kata ,?1 * Nzcam?,? ‘Pittam 208 *Anpu',?4 are the words used by 
our poet. Itisa melting of the heart: ‘Nekutal’25 * Kacjtgp 206 
‘Tram’? *Kulaivw.?9 Love is a union and inseparability and 
both these are emphasized: “Kalantunaik kātalittāt ceykirpar’?;209 
“Pirtyatu uļki””;*0 *Piriyata anpar;.?1 This Divine Love is uni- 
versal Love and anis are characterized by their love and sym- 
pathy: *Kulaivu',212 ‘Tram’ 218 


Tirumantiram, 70. 
26: 7. 
6: 7. 
19: 2. T eS 
43: 11. "Ob Conse EN 
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CHAPTER II 
THE CULT OF ATIYARS 


I 


PATTARAYPPANIVAR: 


We referred to the cult of Atiyārs* worship — the worship of- 
the Atiyars — being considered greater than the worship of Siva. 
Is that not the philosophy of Virammintar, which is said to have 
given birth to the Tiruttontattokai? 


Our poet also expresses this 
truth elsewhere in his poems. 


Pattarayppanivar are the followers 
of this cult who worship the Bhaktas and make preparations for 
their pūjā — a kind of Caryā in fūāna. Though a distinction has 
been made, this does not create any water tight compartments. 
Saints of one group are found to be saints of other groups as well. 


In our poet himself we find the aspects of all these, though we 
may speak of him as Paramanaiyē Pātuvār. 


Our poet calls himself, “Paramanaiyé paniyac cittam vaitta 
tontar tantan" — ‘J am the servant of the servants of those who 
resolved with all their heart to worship the Lord’. He remonstra- 


tes in another place, ‘I have become not only His servant, but 
also the servant of His servants’ — 


ys attached to you; I have become 

the slave of those who take refuge in your feet,-yet I have not left 

off singing yon Praises’ — "Ottī rākilum ottuvan atiyen ummatt 

5 Tark katimaip pattēnākilum patuta loliyen? 3 In the 

irumalapati hymn,* at SM rM 

I think S sa MM uon else core 
> ou? and for stressing this i «claims, ‘I 

am your servant and I h 3 S ce À 


ave long long ago assumed the service tO 


all the servants of your servants? 
nts —“Pantée ninnativz va iyārkat- 
kellām toņtē puntolinten?? 5 me wnatiyen atiyár atvyār. L 


When he sin J SAS 
i i : gs of the Tirukkētāram 
in the north, he is reminded of this idea and again confesses 
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"Civanatiyārkaļuk katiyān atittoņtan”” — ‘I am the slave of the 
servant of the servants of Siva. 


There are whole Aymns expressing this idea of surrender to 
the Bhaktas. The Tiruvālankātu hymn’ has, as it were, for its 
chorus for every one of its verses the phrase, **Alankáta un atiyārk- 
katiyén āvēnē'” — ʻO, Lord of Alankatu! I shall become the ser- 
vant of your servants’. It looks as though the saint is here re- 
dedicating himself to the service of the Bhaktas. The Tiruva- 
naikkā hymn? in every one of its verses expresses the idea that 
those who take refuge in the Lord are his own Lords. The Pañcāk- 
sara hymn? of Kotumuti, as already pointed out, expresses the 
idea that his realization of the truth of Pañcākşaram has brought 
him the birthlessstate. He also expresses the idea implied therein, 
that when he forgets this truth he is no more than a dead man. 
But Pañcākşara is interpreted not only as ‘I am not mine but 
Siva’s’, but also as, ‘I am not mine but Siva’s servants’ i.e., I belong 
to the servants of Siva, because it being Siva's amounts to being 
the servant of the servants of Siva. It is because of this that the 
second verse of the hymn No. 48, instead of saying that he would 
be a dead man if he forgets the Lord, he states that he would 
be a dead man when he slights the Bhaktas of the Lord—‘“‘Ittanum 
ati ēttuvār ikalntitta nal marantitta nal ketta nal wai enralār 
karutén”’ 1 


The servants of the Lord are in a sense our guides showing 
us the way. Nampi Ārūrar says that he was seeing the atiyavar 
worship the Lord and he went imitating them or went under their 
cover — **dyalavar paravavum atiyavar tolavum avparkal cayalul 
ataiyalur Tiruntēn”.!2 We had already referred to the other verse 
wherein he exclaims, “When am I to worship you with flowers 
and bubbling love, realizing that all that the atiyars sing is about 
you”.18 These guides are the messengers of God who introduce 
us to God. Hymn 73 is addressed from this point of view to the 
Bhaktas begging them to inquire of the Lord if he would accept 


6 7: 78: 10. 
do T8 3% 

8. 7: 75. 

9. 7: 48. 

10. 48: 2,3 
11. 7: 48: 2 
12. 7: 58: 7 
13. 7: 84: 2 
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Nampi Ārūrar as his servant — “Truppatum Ārūr avar emmaiyum 
ālvarē kélir".^ The hymn 44 seems also to be addressed to the 
Bhaktas raising various questions about His purdnic personality. 
The third and the fourth verses have explicit reference to * Tontars? 
begging them not to speak harsh words and not to speak of separa- 
tion. The 33rd hymn is also addressed to those who worship the 
Lord as they like—Wumakkicatyumā (or vallavā) ninaintēt- 
tuvīr”.15 Here also Nampi Ariirar raises the various purāņie 
descriptions of the Lord in the form of rhetoric interrogations. 
The last verse of this hymn makes it clear that it is addressed 
to the Bhaktas, *Paticey nīrmaiyir pattarkāļ pamntéttinen paniyi- 
rarul’” 48 


In the hymns of Alvars and Ndayanmars, there occur some 
request to the birds to carry the message of the love-sick maiden 
to the Lord. The Vaisnavite commentators have always inter- 
preted these birds as the Bhaktas, as spiritual guides carrying the 
message to the Lord.” Hymn 37 has to be interpreted in this 
manner. ‘Therefore, the philosophy of Tiruttontattokai is not at 
all foreign to the other hymns of Arurar. He takes a pride in call- 
ing himself a *Tontan 3? *Atittoņtan; *Toņtar tontam .?? 


It was the common belief in that age that for a full blown 
Bhakta to be born, his previous seven generations should have 
been pure and should have been worshipping the Lord. In some 
places it is possible to interpret that what is referred to is not 
the previous generations but one's own previous births. Probably 
we will not be far from the truth if we conclude that both the 
ideas are included: *Orumaiyē allen elumaiyum atiyēw'?1—'1 
am not in one birth alone your servant, but in seven births’; 
*Narravai ennaip perra murravai tammanai tanataikkum tavoik- 
kum tampirānār 3 “Enakkiniyavan tamarkkiniyavan elumaiyum 


14. 7: 73. 
15. 2, 3,6, 7. 
16. 7: 33: 10. 


17. See Ācārya Hrdayam, III, 1-7. 
18. 7: 6: 10; 7: 18: 10; 7: 48: 10: 7. 59: 

BM LA ill; 7: : a z : 
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7: 80: 10; 7: 86: 10. 44: 10; 7; 51: 12; 7: 78: 10; 
20. 7: 7: 11. 
21. 7: 14: 11. 


99. 7: 18: 7: See under H. 18, already discussed Vol. III: 
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maņakkiniyavan””23 — ‘He is sweet unto me, sweet unto my people, 
of seven generations, sweet unto their mind’. 


II 
CLASSIFICATION OF THE SAINTS: 


Our study so far reveals that drūrar has been referring to the 
groups of saints enumerated in the verse beginning with ‘Patta- 
rā)p paņivār” in the Tiruttoņļattokai. We may here group together 
his references to the various kinds of Bhaktas for proving that this 
verse beginning with *Pattarüyppanivár is in his mind and that 
verse explains our poet’s outlook on religion. 


Our poet speaks of Atiyār,** Tontar, Pattarj9 Gittar and 
Anpar emphasizing respectively Afimai — absolute self-surrender, 
Tontu—service, Bhakti — reverential love, Citti (Siddhi)—spiritual 
realization and Anpu — love. These ideas are also found combined 
in 'Atittontar,?9 *Pattakiya tontar’.®° Most often our poet like 
his predecessors uses the phrase ‘Pattar Cittar.9!  Bhaktas or 
devotees and Siddhas or those who are Jivanmuktas. In other 
places, he speaks of Anpar, Tontar and Pattar.? He sings in that 
verse, *Aiumin anpulaiyir" — ‘You lovers dance’; "Atikkātpatta 
tūļi kontu cūtumi» tontarullir" — "You tontars, who have dedicated 
yourselves to the service of the Lord, crown yourselves with the 
dust of the feet of the Lord's followers’; ** Umarotu emar cula vantu 
vatumiv valkkaitannai varuntāmal tiruntaccenru pātumin patta- 
rulļīr” — *Bhaktas or devotees! let your people and our people 
come together and improve and reform this life which is a life 
of lightning of suffering’. Pattar and Anpar are here found men- 
tioned together; therefore, the first must refer to Sēdhaka Bhaktas; 
the second to Sadhya Bhaktas, where. Anpar or Siddhas dance in 
the rapture of divine bliss beyond words. Tontar will be those 
who serve. The word, *Anpar will be emphasizing the mind, 


23. 7: 72: 1. 
24. 7: 53: 10. 
25. 7: 7: 11. 
26. 7: 52: 10. 
27. 7; 52: 10. 
28. 7: 58: 7. 
29. 7: 71: 10. 
30. 7: 80: 1. 
31. 7: 36: 8; 7: 52: 10. 
32. 7: 22: 3. 
33. 7: 22, v., 3. 
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‘Tontar’, the bodily activity and ‘Pattar’, the speech aspect. It is 
because of this we have not chosen to take the words *tūfikoņtu 
to go along with 'atumit anputaiyi though such an interpretation 
will be justified according to the conception of the age as learnt 
from Kulagékhara Alvar: "Toņtar atippoti ata nām peril. In 
discussing the Kāpāli form of the Lord, we had to interpret the 
Bhūtas, Pēy and Pāritam'35 in a similar way, as referring to these 
three classes. *Pattarāyh panivar’, *Paramanaiyē — pütuvár, 
‘Cittattaic Civanpāle vaittār” — these are the three classes men- 
tioned in the Tiruttontattokai,*” which correspond to the three 
classes mentioned here; only the name ‘Pattar’ is used there for 
«Toņtar here. 


He speaks of the greatness of the Afzydr in another verse.** 
He describes: (1) the services of many attyārs with which the 
Lord sympathizes; (2) the song and dance of Bhaktas whom He 
loves; (3) the spiritual goal of those who follow His foot path, 
almost close on His heels, without swerving even by a hair’s 
breadth, all of whom the Lord blesses with Mukti and Siddhi; (4) 
the hidden treasure of a Lord turning up to save the ‘Wal atiyār — 
the good followers — in times of scarcity or danger; and (5) the 
desire of the mind of those ‘Val atiyar’, the undaunted followers, 
the desire being the very Lord Himself. The first is the descrip- 
tion of those in the service of the Lord; the second, of those who 
sing His glories; the third, of those who reach the Lord with all 


their heart and mind, these three corresponding to the Tontar’, 
‘Pattar’, and *Anpar above referred to. 


The fourth and the fifth descriptions introduce another dis- 
tinction. The poet describes one class as ‘Nal attyar’ and the other 
as "Val afiyar’. To the one class, the Lord comes to its rescue 
as a hidden treasure. The other class possibly forms a hidden 


treasure to God Himself like Kannappar and other servants coming 
as it were to His rescue. 


The members of the latter class have 
no thought of themselves; they have no self of theirs; God moves 
them and all their acts are His. These are the towers of spiritual 
strengh. But both of them are aliyars. The path of the on seems 
to be tempting and easy 


for us to follow and they are the ‘Nal 
34. Teftaruntiral, 2. 
35. T 2:3. 

36. See Vol. I. 

37. 7: 39: 10. 

38. 7: 67: 2. 
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atiyār’ like those in Tiruttontattokai, who like Néca Nayanar and 
others come offering anything they can to the world at large, a 
pot, a cloth, or food without any suffering whatsoever. The other 
path seems to be beyond our reach. But in both the cases there 
is self surrender and God loves them all. 


The epithets ‘Nal and ‘Val’ with reference to the Atiyārs are 
explained by the author of Tirukkalirruppatiyar as applying to 
their acts, *nalvinai” and *valoina?. Whatever the action, the aim 
is the destruction of the separating self, ‘I’; for, when that self 
is destroyed, Lord appearsin Love. Therefore, both achieve the 
destruction of the selfish ‘T’. 


""Melvinaiyē yenna viyanulakil ürzariya 
Valvinaiyē yenna varumirantum — Collir 
Civatanma māmavarīir cenratilē celvāy 
Pavakanmam nīnkum pati””.39 


“The action or conduct of ours is of two kinds: the soft acts 
and the powerful or hard acts. Both are Sivadharma. For 
removing the karma which brings on birth, enter any of these”. 


** Atiyai arccittārku ankamum ankanké 
Titil titampalavum ceyoanavum — Vétiyané 
Nalvinaiyam enrē namakkum eli tānavarrat 
Malvinaiyé enratunām vértu’.*° 
“The various steps of worshipping the Lord, who is the Begin- 
ning, the steps of the various blotless ways of our actions, that is, 
all these good actions which are easy for us — it these we have 
mentioned separately as *melvinai'." Here it is important to note 
that this author who first labelled these as ‘melviņai identifies 
them also with 'nalvinai” which we may, therefore, interpret as 
the actions of the ‘Nal atiyār” of Ārūrar. “The terrific acts like 
killing and cooking with their own hands for the Bhairava with- 
out any compunction are those which we have called *valvinai”: 


* Vararkal tarumceyya vayiravarkkut tankal 
Karankaļināl anru kariyākka — Irankātē 
Kolvinaiyē ceyyum koļuvinaiyē ānavaITat 


Valvinaiyē enratunām martu? M 


39. V., 16. 
40. V., 17. 
41. V., 18. 
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The reference here is to Ciruttontar. The author refers further 
under this head of ‘valvinai’ to Saņdēšvara and Arivāļ Taya 
Nāyanār*2 where all their acts are really acts of God and not of 
their lower selves which have become destroyed or transcended. 


It is thus clear that what our poet has stated in Tiruttontat- 
tokat is asserted all through his Tēvāram. It is, therefore, nothing 
incredible in his having written that hymn. Has he not given 
us his vision of the whole universe as a Gurukula under the feet 
of the Great Master of the banyan tree and all the living beings 
becoming comrades in divine love and being saved by the Lord?43 


Appalum atic cārntār may ‘be interpreted to include this vision as 
well. 


This social aspect of this spiritual progress needs no special 
mention. Universal salvation is the goal of Hinduism. Buddhism 
has evolved its Bodhisattva conception where the freed soul refuses 
to reach salvation before all the souls have attained it. This is 
the heroism of refusing salvation which according to Cékkilar 
characterizes the Bhaktas of Tiruttontattokai. The Purana speaks 


of the Tontars reaching Kailas. According to Appayya Diksitar 
when one individual attains freedom, he 


Īšvara, and not with Brahmam, with wh 
tity only w 
like when 
face beco 


attains identity only with 
ich he attains final iden- 
hen all the souls or Jivas attain Moksa or freedom, just 


a particular mirror js destroyed the reflection of the 
„comes one with the reflecting face; becoming one with the 
face itself being possible only when all th 


I e mirrors are destroyed 
when alone there can be no further reflection. This may be the 
kā underlying the stories which assert that the saints reached 
āilās. 


THE TIRUTTONTATTOKAI: 

e. a Fed has thus been introduced in this Tiruttontat- 
tymn, t Ol communion With the loving souls hankering 

after God. These are called “Tontar’, that is those in the ser- 

vice of God. This conception of Tontars is consi RBS the Sa 

vites as another spiritual message of Tum idered by j 

rential feeling towards the ar. The ideas of reve 


tontars is nothing new. Periyālvār 
42.. vv., 19-20. 


49. 7: 65: 6. 
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talks of the ‘ Tontakkulam’ ,44 thereby abolishing all castes and creat- 
ing a family of all those who worship the Lord, to whatever caste 
or community they may belong. Ararar also refers to this great 
community. The love for God reaches its highest point only 
when it becomes the love of the Bhaktas or tontar, even to the 
neglect of God. The phrase "Tontaratifpoti* is very significant, 
the dust on the feet of the Bhaktas; this is purer than the water 
of the Ganges — that is the conviction of Kulaszkharar: “ Tonta- 
ratippoti āta nam peril Gaùgai mir kutaintu ātum vētkai en 
avaté’’?4” Our saint Ārūrar goes a step further. 


He creates a democracy of Bhaktas, a democracy for all times 
and climes. Though this is universal in its core, he has made it 
appear as a Tamilian democracy at the first sight. Man as he is 
constituted cannot grasp the full significance of the universal spirit. 
He is a speaking animal and it is this speech that creates his com- 
munal life. Our poet coming to sing in Tamil, has naturally to 
appeal to the Tamilian at first. Therefore, he groups together the 
saints of Tamil land and they represent the first vision of this 
spiritual democracy. The individual saints mentioned in his 
Tiruttontatiokat are all, saints born within the sacred precincts of 
the Tamil country. This is not narrow parochialism; for, we soon 
find our poet hastening to make this democracy universal for all 
lands, for all times. He has only utilized the national awakening 
of the Tamil country of his times to serve the religious cause. Even 
in his age, Tamil land was not one political unit. The Pāņģyas, 
the Colas, the Céras and the Pallavas have made the Tamilakam 
their battle ground and our poet perhaps was himself a partisan 
of the Pallavas. He wants on escape from this scene of hatred and 
disunity, to a world of love and union. Fortunately, the Tamil 
language and its culture offered one way of escape into this world 
of love: The common man understood this uniform culture of the 
Tamil land. This democracy of Bhaktas emphasizes that way of 
the COTTON man. The spirit of renunciation, the feeling of divine 
love, are possible for the poorest of the poor to whatever caste or 
community they may belong. Kings also come within this group 
of Bhaktas not as kings but as Bhaktas great for their spirit of 


44. Tontakkulam Tiruppallantu, v., 5. 


45. 7: 72: 11: 
46. Nala. Prab., T&ffarunti ral, 2. 
47. Ibid. 
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self-surrender and self-sacrifice. These great Bhaktas live for 
their great ideal laying down their very lives if necessary. 


IV 
SUGGESTIVE DESCRIPTION OF SAINTS: 


The next important point that deserves our attention is the 
Suggestive description of some of the saints given by our poet. 
He calls */yarpaka? as one who never says, ‘No’ — J/laiyē ennāta 
lyarpakai".58 ‘Meypporul Nāyanār is described as one who is an 
adept in the path of success — “‘Velluma mikavalla Meypporul’? 4° 
This description gives the inward view and significance of the life 
message of this saint. Meypporul Nayanar breathed his last at 
the hands of a traitor who came in the form of an Agamic scholar. 
This saint pleaded with the servant, Tattan, in spite of the deceit 
to save the honoured form thus glorifying his own reverence for 
the sacred book through his own death. The victory is the victory 
of the Ideal. Again, "Tanti is described by our poet as one full 
of eyesight — “Nattamiku Tanti’? 5e though according to the tradi- 
tion he was blind. Our poet must be emphasizing the inner light 
and the ideal which guided Tanti. Similarly Kannafpar, the illite- 
mate hunter saint, is described by our poet as the hero of all arts — 
"Kalaimalinta cir Nampi Kannappar”.5 The hunter saint was as 
1t were the fruition of all arts, the divine love, and it is this, our 


poet must have had in his mind. In describing *Amarnit? , our 
poet refers to his garland of *mullai? or jasmine — ** 4//imen mullat- 
Jantàr Amarnīti” 52 Usually it is a s 


Our poet wants to emphasize that Dee. Wee 
Amarniti and the Lord, But 

The poet describes so 
WX 1. MM upon them as divine princes. Some of 


48. 7: 39: 1. 
49. 7: 39:1 
50. 7: 39: 5. 
51. 7: 39: 2 
52. 7: 39:1 
- 53. 7: 39: 4 
54. 7: 39: 4 
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and ministers, Kulaccirai,5 Itankaļi,56 Munaryatuvar®’ and Kotpuli 58 
But there are also others, who are not Brahmins. Therefore, our 
poet could not have had the castesin his mind when he described 
them as Nampis. Kawnappar is called by him as ‘Kalaimalinta cir 
Nami”? and he is accepted by all as the prince among the Bhaktas. 
Kanampullar is one Vampi—* Kanampulla Nampi”$0 and his caste is 
not known.  Eripattar is another Nampi. Kulacciraiyar, the 
minister of the Pandya was responsible for bringing Nānacampantar 
to Maturai for restoring Saivism and he is, therefore, called ‘Peru 
Nampi Kulaccirai".? Appūti who exemplified the path of service, 
*Tirunāvukkaracu valar tiruttontin neri??® is called ‘‘Orunampi’’*4— 
‘The unique one’. Waminantiis called *"Arunampi'”**— Aru means 
rare. Munaiyatuvārt$ and Kotpuli®a are “Vélnampis’’ like Eripattar," 
the saints of heroism and valour. Itankaliis called, “Tar Nampi’’,68 
Tār.means garland, the prince who is considered to be a Cola. 


In some places our poet gives more than a passing reference 
to the glorious deeds of these saints—*'Vellumā mikavalla Meyp- 
poru’; <“Illaiye  emnáta —lyarpakai";? — *Mummaiyal ulakanta 
Mürti^;! “Umaipankan kaļalē maravātu kallerinta Cākkiyar”;"2 
**Kaitatinta. varicilaiyan Kalikkamģan””"5 and *Tennavanāy ula- 
kāņta Cenkanar’’.74 Usually our poet devotes one half of a line 


55. 7: 39: 4 
56 7: 39: 9 
57. 7: 39: 8. 
58. 7: 39: 9. 
59. 7: 39: 2 
60. 7: 39: 8 
6174392" 
62. 7: 39: 4. 
63: Periya. Pur., Ap. Pur.,1. 
64. 7: 39: 4. 
65. 7: 39: 4. 
66. 7: 39:8. 
66a. 7: 39: 9. 
67. 7: 39: 2. 
68 7: 39: 9. 
69. 7: 39: 1. 
70. 7: 29: 1. 
71. 7: 39: 3. 
72. 7: 39: 6. 
73. 7: 39: 7. 
74. 7: 39: 11. 
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in describing each one of the saints. He devotes more than half 
a line to Kanampullar. But he devotes almost a full line to some 
of the saints: viz., Tirunāvukkaracar,'* Cakkiyar," Netumāran,8 
Vayilan,” Kalarcinkan® and Pukalttuņai.*! We devotes a line and 
a half to Canticar® and Campantar.? But to Murukan,84 Uruttira- 
pacupati,5 Milalaikkurumpar,®° Karaikkal Ammaiyār, (Pēyār),8? Tanti,s8 
Markkar,®® Kari Mankayarkkaraci (Varivaļaiyāļ mani) and Nécan,% 
he devotes only one quarter of a line. He describes Nānacampantar 
as our Lord (Empirin) who pays no regard except to the feet of 
God adorned with the beautiful and sweet smelling kon rai. 
Tirumālar is also described as Vampirān, our Lord.” He speaks of 
Tirunāvukkaracar as one who had the straight path of Grace as his 
ideal path.®4 Nefumdran is said to have conquered the battle of 
Nelvēli because of the power of his mind so full of concentration 
on the Lord's feet. Kalarcinkan is referred to as the son of 
Katavarkon and the Lord of the world surrounded by the seas.* 
The verb used is ‘kakkinra’ which is in the present tense suggesting 


that he is the contemporary of Ārūrar. The description implies 
that the Pallava king was the Lord of the seas. 


75. 7: 39: 8. 
76. 7: 39: 4. 
77. 7: 39: 6. 
78. 7: 39: 8. 
79. 7: 39: 8. 
80. 7: 39: 9. 
81. 7: 39: 9. 
82. 7: 39: 3. 
83. 7: 39: 5. 
84. 7: 39: 3. 
85. 7: 39: 3. 
86. 7: 39: 4. 
87. 7: 39: 4. 
88. 7: 39: 5. 
89. 7: 39: 5. 
90. 7: 39: 8. 
91. 7: 39: 11. 
92. 7: 39: 11. 
93. 7: 39:5. 
93a. 7: 39: 5. 
94. 7: 39: 4. 
95. 7: 39: 8. 
96. 7: 39:9 
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Some of the names themselves are suggestive of the great- 


ness of the saints: Viranmintar,% Eripattar,? Kannappar,® Meyp- 
poru, Iyarpakai™ Maran,102 Tirunalaippovar 193. Tiria a 
tontar, ^ — Cakkiyar 105 Kalatitrarivarj" Sakti? and Kanam- 
pullar 108 l 


We have further discussed this significance of the various 
descriptions given by Ārūrar, in our study of 7īruttoņtattokai 
hymn in connection with the hymns giving us a life history of 
mysticism.109 

V 


SAIVISM, THE RELIGION OF SERVICE: 


Atiyārs are the life of the Bhakti cult. From this point of 
view, Saivism becomes a religion of service. It is this philosophy 
which has really worked the miracle, making Saivism popular in 
South India. Mysore Archaeological Report, 1925, explains the 
consequences of this Philosophy of Service, after giving a short 
account of the life of each saint: 


“Little or nothing is known of Saivism and Vaisnavism of 
Southern India before the advent of the Jains and the Buddhists 
in this part of the country. While Brahmin immigrants of Southern 
India seem to have given a Vēdic colour to those local cults and 
have mingled with the local people in the interests of their own 
culture, there is no doubt that the ambition of the Jains and the 
Buddhists was to root out the local cults and convert the people 
to their own faith. The most powerful means they employed for 
this end was ‘Ahdra-abhaya-bhaishajya-Sastra-dana’ — gift of food, 
protection, medicine and knowledge. Food, security, medicine and 
right knowledge! "What more will man want them these? The 
temptation for the people to embrace Jainism or Buddhism was so 


97. 7: 39: 1. 
98. 7: 39: 2. 
99, 7: 39: 2. 
100. 7: 39: 1. 
101. 7: 39: 1. 
102. 7: 39: 8. 
103. 7: 39: 3. 
104. 7: 39: 3; 
105. 7: 39: 6. 
106. 7: 39: 6. 
107. 7: 39: 7. 
108. 7: 39: 8. 


109. Part I of this Volume. 
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great that unless the Saivites adopted the same policy, Saivism 
was in imminent danger. That the Saivites adopted the same 
policy that the Jains and Buddhists observed for spreading their 
own faith, is evident from thestories of Nos. 4, 31, 32, 34, 39, 41, 
49. 52, 55, 58 and 59. That like the Buddhists and the carly Jains, 
the Saivites discarded caste distinction, if at all they had it, is 
clear from the stories of Nos. 32 and 42. It is also clear from 
stories of Nos. 2 and 35 that in the matter of pleasing a Saivite 
guest neither wife nor life was too sacred to part with. So great 
was the honour shown to the Saivites that even a theif and a mur- 
derer (Nos. 52 and 4) were honourably let off. It may be presu- 
med that the rivalry in feeding the Saivite poor gave room for no 
accumulation of wealth in a few hands, an economic evil for which 
no solution other than religious piety could be found, Even kings 
seem to have been afraid of abusing their wealth and of being in- 
different to the claims of poverty. Immorality which is ever at- 


tendant upon selfishness seems to have had no wide scope owing 
to the altruistic spirit of Saivism" 10 


The munificence of the patrons of Saivism strengthened this 
philosophy of service and gave political importance to Saivism. 
Some of these patrons are said to have amassed the wealth in 
whatever way they liked either in gambling or in war for offering 
their services to the Saivite Atiyars.: It is this philosophy of love 


and service that had made Saivism popular and powerful. Great 


Vedic scholars and ritualists like Sēmāsimārar, Rudrapašupati, 
great Agamic scholars like Sivakēsariyar, learned men and poets 


like Poyyatimai illata pulavar and Kari, great kings like Netu- 
mazan, Kalarcinkan, great chieftains like Eyarkon, Kotpuli along 
with fishermen like Atipattar, untouchables like Tirunalaippovar and 
das kanta Jālbpāņar, potters like Tirunilakantar washermen 
like Tirukuripputtontar and hunters like Kannappar be followers 
of this religion, making it thus a cosmopolitan one 


Prof. P. N. Srinivasachari s 


eak = 
mystics in the following d Es Se 


e: 
[43 . 
The devotees of Siva, known as the sixty-three tondars OT 


110. pp. 10-11. 
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tion of Buddhism and Jainism which are said to be not only anti- 


Saivite but anti-mystical. The lives of these saints are recorded 


in Periyapurámam by the saintly poet Sekkizhar. Among the best 
known of the saints is Kaņņappar, who was a hunter of the second 
century A.D. He nourished an image of Siva every day with his 


own food consisting of flesh and finally risked his sight owing to 


his perfervid devotion to the Lord. Service to Saivite saints was 
deemed superior even to that to Siva Himself. The life of Tiru- 
nilakanta Nāyaņār, a potter of Chidambaram, is an example of 
such service. Nanda was an Adidravida of Adanür near Chidambaram. 
In his irrepressible longing to see Sri JVatarája, he hastened to the 
shrine and is said to have disappeared in the shining ecstatic Pre- 
sence. A devotee, who was by profession a washerman, dedicated 
himself to the service of Siva bhaktas and washed their clothes in a 
spirit of service. Buddhism stressed the practice of love to all living 
beings, but denied the Supreme Being. A Buddhist, Sákya Nāyanār, 
gave up his creed and became a Saivite. He gave a positive 
meaning to love and lived in that love which is Siva Himself. 
Siva is every man's God and is easily accessible to the devotee in 
any form desired by him.  Adipatta Nāyanār was a fisherman by 
profession who lived near Ndagapattinam. He gave one fish every 
day to Siva in order, as he thought, to satisfy His hunger and 
finally offered himself to Him. Kalia Wāyanār was an oilmonger 
who became, by his bhakti, a Siva-monger. Karaikkal Ammaiyar 
was a Vai$ya woman. She had visions of Siva, the Inner Light in 
all lights, and saw Him with the spiritual eye of love. Vayilar 
Nāyanār of Mylapore was, as his name implies, a silent seer of 
Siva who built a shrine for Him in his inner life or spirit, lighted 
the lamp of self-illumination, and bathed Him in immortal bliss. 
Pūsalār Nāyanār was also given to this mānasapūjā, as he construct- 
ed a temple for the Lord spiritually and worshipped Him there. 
Vēsā Nāyanār was a weaver and a votary of Siva who seme One 
bhaktas by weaving cloths for them. In this way every Nāyanār 
spiritually sought God or Siva, irrespective of birth or status and 
saw Him directly"! 

This truth will be brought out in our study of Paramanaiye 
Pātuvār whom we take to be mystic poets. 

Prof. P. N. Srinivasachari speaks of Nampi Ár&rar (Sundara- 
mūrti Svāmi) as a mystic in the following passage: 


111. Mystics and Mysticism, pp. 232-34. 
T. 138 
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“Sundarar or Sundaramürti Svāmi was born as a Brahmi in South 
Arcot district in the 9th century A.D. His life is a typical instance 
of the Lord of Love seeking the sinner. The saint became infa- 
tuated with love to God who was Himself pitta or pérarulala or 
Giver of Grace. He was once blessed with a vision of Natarāja 
dancing His cosmic dance in ecstasy in his heart. The joy felt 
by the saint was momentary and he yearned for reunion, and 
burst into the inspiring hymns of Tēvāram. His pilgrimage to 
different shrines was really a pilgrimage from worldliness to 
"«Kailāsa. He felt that even if Siva forsook him, he would cling 
to Him and yearn for Him like the calf forthe cow. He realized 
his utter nothingness and felt that he was His in every way. He 
calls the Lord the deliciousness in the fruit, the light in the eye, 
the melody in the song, and the healing balm to the Siva-sick souls 
and infinite bliss. Siva is in all beings as their indwelling mercy. 
He says that Siva in Hislove for man accepts even insincere praise 
and prayer as sincere and deep devotion. God, to him, is the 
fount of Grace and He saves the sinner in spite of his sins. The 
purgative stage (vairāgya) of mysticism is graphically pictured 
in Sundarar’s Tēvāram where he speaks of the transitory and 

trivial nature of sense-pleasures. The jiva, we are told, is entan- 
gled in the causality of karma and is caught up in the whirlpool 
of samsāra in which every pleasure ends in pain and earthly life 
1s steeped in sin and sorrow and ill-health; birth and death follow 


each other in cyclic succession. Earthly life is unreal and the 
body turns to dust. Life is fr 


trition is the only remedy for the sins of life and true repentance 
is based on firm faith in 


et and finally attained mukti. 

sends m for love’s sake, Sundarar, like 
essage 

the response comes and Sigg = x f love to the Lord and finally 


: € saint are united for ever in 
eternal bliss. Sundarar felt certain that th birth 
or death for him”.us Sre was no more DI 


112. Tévaram, 7: 78: 1. 
113. Mystics and Mysticism, PP. 246-247. 
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I 


à WORSHIP THROUGH POETRY: 


We have seen so far that the groups of saints mentioned in 
the 10th verse of Tiruttontattokai are not foreign to the ideas 
expressed by 4rürar in his verses eleswhere. We have not dis- 
cussed at length the conception of "Paramaņaiyē pātuvār” and 
*Appálum aticcarntàr'. *Appālum aticcarntar’ is the universal vision 
of Arürar and we shall bring out the significance of this 
conception at the end of this part of our study. *Paramanaiyē 
patuvar’ as already hinted, are the mystic saints who have sung 

Tēvāram and we have suggested that Arūrar is one of them. 
| These have sung in Tamil and these poets have looked upon Tamil 
as the very form of the Lord. The later generations have con- 
sidered these songs as the Tamil Vēdas and the verses as Tamil 
mantras. This theory. of the mantras and poetry has to be here 
studied for our understanding the mystic poets. This will also 
explain why the saints of Tiruttontattokai are all coming from the 
country where this Tami} language is spoken. From this nation- 
alism we proceed to the universalism of Appalum aticcarntar+ 
Certain problems relating to Tiruttontattoka: are discussed as a 
preliminary to the study of the conception of Paramanaiye patuvar, 
in this chapter. In the last chapter of this part we discuss Arurar's 


toleration even with reference to his hostile sects of Jains and 
Buddhists. 

II 
NATIONALISM AND UNIVERSALISM: 


| 
| 
| 
CHAPTER III 


The question when this Tiruttontattokai was sung Ariurar 
had to be raised by us at various places during our discussion of 


the lives of the saints included in that list. According to Periya- 


puranam, it was sung after the marriage with Paravai. This com- 
position was due to the position taken by Vizanmiņtar who con- 


1. Ch., 5. 
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‘cluded that even the Lord, that favoured one who did not honour 
the Bhaktas was to be blamed. Ārūrar was praying to God that 
he should be given the necessary capacity for singing the great- 
ness of the Bhaktas and He answered his prayer suggesting to 
him the first half of the first line of this hymn. In a few editions 
of Periyapurünam, some additional verses are found in this connec- 
tion where it is stated that drūrar coming from the house of 
Paravai in his libertine form went straight to worship the Lord, 
whereupon Vitanmintar condemned drūrar who was, therefore, 
overcome by grief and who could not find the Lord inside the 
temple, but afterwards, the Lord advised him to sing this hymn. 
The Sanskrit and Kannada traditions, as already noted often refer 
to this libertine form and the Telugu Basava Purina by Soma- 
natha refers to this incident in these very terms. ‘This trend in 
such descriptions is found in some mediaeval pseudo Siddha works 
which in exaggerating the intrinsic purity of jivanmuktas assert 
that they as svécchacarins may be appearing for all outward purposes 
as libertines—almost suggesting that they may be consciously 
so In their enthusiasm for reform and revolt these assertions are 

made which may suggest that they are heretics—not bound by 
ordinary laws of conduct reminding us of the western Anti-nomian 
doctrine and practices where harlotry and other carnal vices are 
not considered sinful for the spiritual man because the spirit in 
him which is God is not affected by the flesh and cannot sin and 
because the man who is nothing cannot sin so long as the spirit 
which is God isin him. This cannot be the correct view. But 


au olathe editions. of Periyaburànam do not contain these 
seventeen verses they must be taken to be 


interpolations based on 
the Telugu and Kannada traditions. R 


ʻa God wh Arürar teaches us that there 
1s a God who transcends natute, that Dharma governs all men, that 


eee * i that the acts Of libertines are impurities leading 
ši s » for t a suffering and enjoyment, not only in this life, 
ut also in our after life; when the Jivanmukta transcends ordinary 


morality, he reaches the Stage of perf. . 
: ect : d 
our conceptions of good and pertect goodness which is beyon 


a evil; it is su not 
immoral. 2 pra moral and 

III 
SAINTS GREAT, NOT BY MIRACLES ALONE: 


But this 1s not the problem fac; 
5 acin us. 
saints who ought to be taken as -— We found that the 


ries of Ārūrar came to 
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be known to drūrar only after this hymn was sung. Kotpuli, 
Kalarirrativar and Eyarkon may be mentioned in this connection. 
Especially with reference to Eyarkon, the miraculous events took 
place long after this Tiruttontattokai hymn was sung. It may be 
contended that it is not the miracles but their greatness in the 
Saivite world that appealed to Ārūrar and that these saints were 
famous even at the time of the marriage with Paravai. ` 


IV 
ARE ALL THE SAINTS OF TIRUTTONTATTOKAI, CONTEMPORARIES? 


Another problem arises on account of the statements made 
in Periyapuránam. While Ārūrar was coming to Tiruvārūr temple, 
he saw all the followers of Siva of this world assembled within the 
grove — Tévaciriyan.2 “When is the Lord to make me their slave?” 
— so prayed Ārūrar and the Lord explained to him the greatness 
of these saints and asked him to take refuge in them.? He saw the 
great assembly at a distance and worshipped them many a time 
and began singing the Tiruttontattokai repeating the name of every 
one of thesesaints.4 This description in Periyapuramam suggests 
that all the saints mentioned in Tiruttontattoka: were physically 
present on the occasion of its composition. This will make all of 


them contemporaries. 


But it would be impossible for the 3,000 Brahmins of Tillai to 
have assembled there along with the other saints. It may be 
suggested that a few of their representatives were present in the 
grove (Tēvāciriyam). We had already pointed out that Candesvara 
and Koccenkanan seemed to have become traditions by the time 
of this hymn. It may be contended in answer to this argument 
that there wasa confusion in the mind of the people, a confusion 
which led to the identification of a later Gandēsvara and Kūccen- 
kaņān with their namesakes ofa more ancient period. Even if 
there was any such confusion, it could have been only because 
these two saints were not contemporaries of the three Tevaram 


poets. 


Whether all these saints were contemporaries or not, one 
conclusion is clear that Namptyāntār and Gekkilar, if not Nampi- 


_yārūrar looked upon them as forming one group. In the ‘Appalum 


2. Tafut., 189. 
3. Ibid., 196. 
4. Ibid., 201. 
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aticcarntar’ purümam, Cēkkiļār distinguishes this group of saints 
from all other groups living before or after this group. If all of 
them are not contemporaries they must be taken to have lived in 
one particular period, probably the 6th and 7th centuries of the 
Christian Era responsible for the restoration of Saivism to its old 
glory. This conclusion seems to be irresistible as these saints 
lived in the memories of the people of Ārūrar's age. 


V 


SAIVA SANGHA: 


In this connection, the traditions about the Jain Sangha, the 
Buddhist Sangha and the great Tamil Sangha come to our mind. 
Thenama Tiruttontattokai is also very suggestive. ‘Tokai’ has been 
used by Campantar himself as the name of Tamil Cankam — 
“Arranri antan Maturait tokai yākkinānum”.5 Then, Tiruttontat- 
tokai will mean this Saiva Sangha or the assembly of Saiva fol- 
lowers or saints. Perhaps one such assembly existed at Ttruvārūr. 


The name Tévaciriyan for the grove or the mantapa of the 
saints is also significant. Tēvāciriyas means a divine teacher; a fit- 
ting name for the place where these teachers of Saivism assembled 
from generation to generation up to the time of Nampiyarirar. 
Probably Virazmintar was the latest of the leaders of this assembly. 
Or, Tēvācirijau may mean the Ācēryas or teachers who had at- 
tained divinity as jivanmuktas or vidēkamuktas, In any case, it 
is clear from the reference in Periyapuranam that this group forms 
a unigue one, separated from others as belonging to a particular 
Period of time and a particular place. This line of argument may 
lead one to conclude that all these saints could not have been 


removed from each other by any great length of time perhaps 
more than a century. 


VI 
AGA OF TAMIL REVIVAL: 


It is in this connection the fact that all these saints blong to 
Tamil country becomes important. The Pallava period was a great 
age of Sanskrit revival in the Tamil country. But that is only one 


half of the ši ane saints like Ārūrar have been successfully 
attempting at Tamilising the people, the ki 
The great transformation effected by ane and their tradition: 


by Ārūrar in his treatment of 
5. 5: 54: ll. 
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Purāņic stories had already been studied in detail.* The kings 
themselves trying to identify themselves with Tamil by assuming 
Tamil titles and assimilating the Tamil tradition with their history 
had been already pointed out. It is in this light that we have to 
study Arürar's poems. 


VII 


VISION OF UNIVERSAL BROTHERHOOD IN TIRUTTONTATTOKAI: 


A study of the Tiruttoņtattokai hymn? is very interesting. The 
hymn begins with the Brahmin saints of Citamparam, who, along 
with the Watarāja temple there, should have become so prominent 
as to occupy the first place during the age of Ararar. The next 
name mentioned is the saint from a community of potters. This 
juxtaposition of a potter with the Brahmins shows that the poet is 
going beyond caste-ridden society to give us a vision of the uni- 
versal brother-hood — the Yontakkulam of Periyalvar. The fol- 
lowing table will show the caste-war distribution of the saints of 
this Tiruttontattokai. Every one of the innumerable castes of 
South India could feel honoured by their contribution of at least 
Onē saint to the growth of this brotherhood. 


Tillaival Antaņar Brahmins 
Tirunilakantar Potter 
Iyarpakai Mērchant 
Ilaiyānkuti Mazar Vēļāļa 
Meypporut King 
Viranmintar Vélala 
Amarnitt Merchant 
ETipattar Warrior? 
Ēnātinātar Īla 

Kannappar Vētar (Hunter) 
Kunkiliyakkalayar Brahmin 
Mānakkaūcārar Vale 

ivāttā à élala 

a Āyar (Cowherd) 
Mürti Merchant. - 
Muruka Brahmin 
Ūruttirapacupati Brahmin 
Tirunalaippovar Pulaiyar 
Tirukkuripputtontar Washerman 
Canticar Brahmin 
Tirunāvukkaracar Kona 
Kulacciraiyār a 
Perumilalaikkurumpar King: 

6 Vol, II. 7. 7: 39. 8. Tiruppallantu, v, 5. 
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Pēyār (Karaikkalammaiyar) 


Appii . 
TUE 
Naminantt 
Campantar 
Eyarkonkalikkama 
Tirumūlar 
Tanti 
Maürkka 
Gomacimatar 
Gakkiyar 
Cirappult 
Giruttoņtar 
Kalarirrarwar 
Kananatar 
Kūrīuva 
Poyyatimai Illar 
Pukalccolar 
Naracinkamunaiyaraiyar 
Atipattar 
Kalikkampar 
Kaliyar 
Gakti 
Aiyatikalkatavarkon 
Kanampullar 
Kari 
Ninractrnetumalar 
Vayilar 
Munaiyatuvār 
Kalarcinkar 
Ttankali 
Ceruttunat 
Pukalttuņai 
Kotpult 
Pattaratyppanivar 
Paramataiyē Pātuvār 
Cittattaiccivanpālēvaippār 
Tiruvarürp pizantàr 


Muppotum Tīrumēņi Tīņtuvār 


Mulunir upuciya Munivar 
Appalum aticcārntār 
Pūcalār 
Mankatyarkkaraci 

Nēca 

Kēccenkatcēla 
Tirunilakantayalppanar 
Catatyar 

Icaijūāniyār — 

Nampt Ārūrar 


Merchant 

Brahmin 

Brahmin 

Brahmin 

Brahmin 

Vélala 

Yogin (Cowherd?) 
7? 


Vēlāla 
Brahmin 
Vélala 
Brahmin 
Mamatiratyar 
King 
Brahmin 
King 
Scholar? 
King 
King 
Fisherman 
Merchant 
Cekkār (Oilmonger) 
Vēlāļa 
King 
? 


Scholar? 
King 
Vēlāla 
Vēlāļa 
King 
Vēlāļa 
Vēlāļa 
Brahmin (Ādišaivar) 
Vēlāļa 

g 

? 
Yogin 

? 
Brahmins 

? 

? 
Brahmin 
ces 

āliyar (W 
King (Weaver) 
Panar 
Brahmin 


Brahmin 
Brahmin 
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. VIII 


THE TIRUTTONTATTOKAI SAINTS AND THE TAMILNAD: 


This fact of these saints of Tiruttontattokai being TZamilians 
has not been sufficiently emphasized till now. Tiruttontattokai 
was sung in the temples and we have specific reference to an 
inscription of Rājēndra Cola Nampiyāņtār Nampi has sung a 
separate verse for each one of these bhaktas and Cēkkiļār's Periya- 
purāņam gives the stories of these fomíars with all epic grandeur. 
His Purāņam, therefore, has become in a way the national epic of 
the Tamil Land. The incidents themselves are of no immense. 
significance. It is the spirit that actuated the bhaktas that is really 
divine. Therefore, these srories have a psychological significance 
tracing the spiritual development of these bhaktas. The following 
table giving the places of birth of these bhaktas shows that all of 
them belong to the Tami] land. 


Name Gountry Village 


Tillaivāļ Antaņar Cēla Tillai- Citamparam 

Tirunīlakantar do. do. 

Iyarpakai do. Pukār 

Māra do. Ilaiyankutippati 

Viran mintar Cola Cenkunram 

Meypporul Cēti Tirukkūņalūr 

Amarnīti — Gola : - Palaiyārai 
ripattar do. Karuvūy — 

Ētātinātar doo Eyinanūr 

Kannappar Tontai Tirukkāļatti 

Kunkiliyakkalayar Gēla Tirukkatavūr i 

Mānakkaūcārar == RL Katicātūr wry. 

Anvāttāyar Cola Miks Bad 

Anayar Mēlmānātu ikali s 

Mūrti Pāņti 

Muruka 3 n 

Uruttirappacupatt o 

a r Mērkānātu 

Tirukku ripputtontar Tontai 

Canticar sāls Cola 

Tiürunavukkaracar — Miri 


Kulacciraiyar : 
Perumi lalaikkurumpar 
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Name 


Nīlanakkar 
Naminantt 
Campantar 
Eyarkonkalikkama 
Tirumūlar 
Tanti 
Markka 
Comacimarar 
Cakkiyar 
Cirappuli 
Ciruttontar 
Kaļarirrarivār 
Kaņanātar 
Kūrruva 
Poyyatimai Illār 
Pukalccēlar 
Naracinkamunaiyaraiyar 
Atipattar 
Kalikkampar 
Kaliyar 
Cakti — 
Aiyatikalkatavarkon — 
Kaņampullar — — 
Kari ; 
Ninzacirnetumāzar 
Vāyilār ———— 
f tuvar T 


RELIGIO.N 


Country 


do. 
do. 
do. 
do. 
do. 
do. 
Tontat 
Cola 
? 

Cola 
do. 
Malainātu 


"Gēla 


Pāņti 
Cola 


Tirumunaippati 


Cola 
Toņtai 
Gēla 
Tontai 


Cola 


Village 


Cāltamankai 
Ēmappērūr 
Cikah 
Perumankalam 
Cāttanūr 
Iiruvārūr 
Tiruvérkatu 
Tiruvampar 
Cankamankat 
Akkür 
Cenküttankuti 
Makotai 
Cikalh | 
Kalantai 
Maturai 
Ūraiyūr 
Tirumunaippati 
Jàkappat tinam 
Peņņākatam 
Tiruvorriyūr 
Varificaiyür 
Kancipuram 
Irukkuvēlūr 
Tirukkatavitr 
Maturai 
Mayilappur 
Nītūr 
Kotumpalir 
Taūcat 
Ceruviliputtür 
Nāttiyattānkuti f 


Tiruvārūr 


Nin ravūr 
Maturai 
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Our poet refers to the native places of some of the Saints: 
Maran HMaiyānkuti 
Viranmiņtar Kunrai 
Kalayan Katavūr 
Kaūcāran Kaūcāru 
Anàyar Punalmankai 
Perumilalaikkurumpar Perumilalai 
Nīlanakkar Cattamankai 
Cēmācimārar Ampar — 
Cituttontar Cenkattankuti 
Kaņanātar ; Kāli 
Kürruva Kalantai 
Pukalccēļa Karuvūr 
Atipattar Nākai 
Gakti Varisicai 
Nin raciinetumüra Nelvēlivenrār 
Vayilar Mayilai 
Ceruttuņai Tajicat 
Pūcalār Ninzavür 
IX 


KAMPILI IN TAMILNAD: 


'There are two saints who may appear to be an exception to 
the generalization that all the saints of the hymn are from the 
Tamil land. The one is Tirumūlar. The later day tradition states 
that he came from the Northern country. Arérar is silent about 
this. But even according to the later day tradition, the saint 
entered the body of a Tamilian cowherd and, therefore, he.is no 


exception to our generalization. 


The other saint is Néca Wāyanār. But we will be finding 
‘Kampil?’ as the birth place of Mēca Nayanar. This city lies on 
the bank of Tungabhadra. This, therefore, gives us a clue to tbe 
conception of Tamiļland of the time of the Smrtis. The $mrtis speak 


of Krsna as the Southern boundary of the Andhras and, therefore, 


there is no wonder in Nampi Ariirar thinking of all lands south 


of Tungabhadra forming part of the Tamil country and the 
of the Pallavas and the later Colas, were aimed at reach- 


attempts a c 
5 It is unfortunate that when discussing 


ing that northern border. ay 
the limits of the Tamil country this aspect of the question is often 


forgotten. The Pallavas had their northern capital at Danya- 


kataka and Kulottunka the Great, came from the Vénki country. 
Therefore, in their times, it was but natural, that the Tamil 
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country should have been thought as reaching Tungabhadra, if not 
Krsna. Kampili is not given as the city of Neca Nāyanār by 
Ārūrar himself. The city is, however, mentioned by Appar as an 
important holy place containing a Siva temple: 


x 


SAINTS OUTSIDE TAMILNAD: 


It is significant that in this list of Tontars, Nampi Ārūrar does 
not mention Markkantar, Paracurāmar, Cutar, Partha and Bhagi- 
ratha, whom in other places he had mentioned with the feeling of 
great reverence. In the light of our statement about the birth 


place of Bhaktas included in Tiruttontattokai the reason fcr the 
non-inclusion is very clear. 


In the following hymns, he refers to some of the saints found 
in Tiruttontattokai along with  Markkantar, Cutar; Paracurāmar, 
Partha, Bhagiratha, etc. Therefore, Nampi Ārūrar had no objec- 
tion to combine these sets of saints. Only the scheme of Tirut- 
tontattokai as giving a list of saints of Tamil land prevents Nampi 
Ārūrar in including the names of these saints whom Nampi Ārūrar 
had confessed had inspired him to take refuge in the Lord. 
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XI 


TAMIL COUNTRY DEAR TO SIVA: 


Ārūrar feels that the Tamil country is dear to Siva. The later 
day poets had emphasized this greatness of Tami] land by asso- 
ciating with JVafarája and Daksinamurti who are always turning 
to the south, that is according to them to the southern parts of the 
Tamil country. Ariirar is very definite about Siva favouring the 
Tami] or the south country: *Tennānaik kutapalin vatapalin kuna- 
pal cērāta cintaiyan? —'He is the Lord of the south and his mind 
never turns to the west or the north or the east’. Our poet feels 
that Siva is behind the Tamilians and their rulers. *Wifatkkonta 
cintaiyāl Nelvēli venra Ninracīr Netumaran’’ refers to the victory 
of the Panriya because Ārūrar probably feels that it was a victory 
brought out by Siva’s blessing on the king, a victory for the Tami- 
lians as against the foreigners who threatened the freedom of the 
Tamil country. It is in this light we have to understand Ararar’s 
reference to Pallavas — ‘‘Pallavarkkut tiraikota mannavarai maruk- 
kam ceyyum...Perumām””12 and his joy in referring to Kalarcinkan as 
“Katal cūļnta ulakelam kākkinra perumám" 33 Perhaps we have to 
interpret with reference to various chieftains and kings in his 
Tiruttontattokai as so many references to the great men who saved 
the Tamil country of Saivism. ‘‘Kiitimannaratk kūttattu venra Kot- 
puli”?! and such other references are significant from this point of 
view. It is, therefore, no wonder that he has grouped together 
the Saivite saints of Tamil had fresh in the memory of his age as 
something unique in his Tiruttonfattokai. It is in this light that 
we must read the blissful references to the various places, rivers 
and mountains of Tami] land occurring in his hymn, descriptions 
which probably showed the way to the later day poets singing 
Nattuppatalam, Nakarappatalam and Arruppatalam. Therefore, his 
descriptions of nature of Tami} land is important from this point 
of view apart from its supreme poetic worth. 4rarar's conception 
of Tamil as the very form of God may be discussed in relation to 
the theory of Mantra ond Poetry and generally of Art. 


10. 7: 38: 8. z 
11: 7: 39: 8. ; f 

12. 7: 90: 4. 
13. 7: 39: 9. 
14. 7: 15: 10. 
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CHAPTER IV 


TAMIL AND RELIGION 


THE UNIVERSE: THE SABDAPRAPANCA AND THE ARTHAPRAPANCA: 


The Agamas speak of mantras. According to the Āgamas and 
Tantras, the Sabda Brahman is in the form of the Kundalini Sakti in 
the Mūlādhāra. The Para Vak resides there. This develops into 
mātrikas which Woodroffe translates as ‘Little mothers’, the subtle 
forms of the gross letters (Varna). The letters represent certain 
subtle creative forces. The garland of bones is explained as this 
garland of subtle letters (Varnamala). The varnas (letters) make 
up the padas (words) and vākyas (sentences) which are the three 
of the six adhvas or ways of reaching Sakti, if they are experienced 
as pure forms of Citsakt: (Adhva šūdhana). The Parā sound in 
the Mūlādhāra becomes the pašyantī (Sabda of general movement) 

at the Mawipüraka where it is connected with the mind. At 
Anahata or heart, it becomes Madhyama associated with Buddhi- 
tattva. The breath coming out through the throat and mouth 
gives us the final gross sound — Vaikhari — as heard by our ear. 


The mantras are combinations of the matrikas, the very forms of 
the God worshipped. 


The whole Universe is divided into the Sabda prapaiica, the 
world of words and the Artha prapatica, the world of matter. When 
Siva so desires, the creation starts. A stress is formed in the 
Matrix or Maya in the citākāša. Vibrations mean some sound or 
other, heard or unheard, considering them independent of the 


effect it produces in its causal aspect. Sabda is any kind of motion, 
physical or mental, for one cos 


; ; : i mic movement produces both the 
mind and its object which two may be termed ne: m3 eror šabdā 
on the one hand; form or obje 


: ; a peculiar and innate sound 

of its own. This sound represents its Proper name. Its physical 

form represents its matter, This Proper name or R i E ri 
innate s 
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or mantra is heard only by Jõgis and 7$is whose spiritual develop- 
ment gives them the capacity to realize and hear that mantra or 
proper name and the music of the spheres. Allthe other names 
in current usage are but the corruptions of these proper names; 
and sound can revivify even these corruptions. In this theory, 
the word or name is as important as the thing itself. The word 
gives us the control over the thing. The word as vibrations 
represents the very energy or the £akti of the thing. The whole 
Universe as representing the names and forms is the display of the 
divine dance of the Lord, a concrete externalization of His Grace. 
The Āgamas speak of the word of the energy form and the mate- 
rial form as the indivisible divine pair of Siva and Pārvatī, our 
divine parents. Kālidāsa, in his famous epic Aaghuvamsa, in his 
opening invocation to Siva and Parvati indissolubly united as Vak 
and Artha, gives expression to this great Āgamic truth. 


Nampi Ārūrar also refers to these two kinds of Universe, of 
words and matter. The Vēdas, as the embodiment of great truth, 
reveal themselves through these two forms. The inner truth of 
these two forms is realized by those who have attained realization 
at the feet of the Lord. The various arts and philosophies are in 
essence the display of these two kinds of Universe and in that 
sense the incarnation of the Lord. The great dance of Siva reveals 
itself in the various forms of this Universe. Nampi Ārūrar also 
speaks in terms of words and matter: “‘Collat Nampi Poruļāy 
nimra Nampi? — ‘©, Prince! You are the words; You are the 
Prince standing firm as the significance of.the words or the things 
of the word';! ‘‘Corporulayc curunkā marai nānkinaiyum ētiyan”2 
"You have become the words and things expounded in the expand- 
ing four Vēdas. (This may also be interpreted to mean that the 
Vēdas are in the form of words and things) “The loving 
Brahmins of Naraiyūr realize completely the significance of words 
and things" — ‘‘Puriyum ALEI mzaicor porulka} teriyum 
Naraiyūr”;3 “Colluvar corporulavai nī Á You are the words and 
the matter spoken of’; “Corpala porutpāla (IET oru nankum tot- 
tiramum palacollit tulittiraitau — tiratté karparum karparuniy 
enkum nankār kalaipayi! antaņar vāļum Kalayanallūr kāņē>— 


: 63: 8. 
: 97: 1. 
: 93: 8, 
;4: 7. 

; 16: 5. 
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“The Brahmins living in Kalayanallür learn the various excellent 
arts everywhere, they learn and they listen to the various aspects 
of the Lord, praising Him and reciting various hymns and the 
four Védas of words and matter’, 


II 
THE INNER MEANING OF REAL EDUCATION: 


Nampi Ārūrar here explains the inner meaning of real edu- 
cation. The hymns as contrasted with the Védas probably refer 
to the Tamil hymns. The spoken sound or speech is a manifesta- 
tion of the naming or thought which is similar in all races of 
men. It is mental operation; it can be so intensified as to itself, 
be creative when the words born of them in the minds and mouths 
of the saints become divine (mantra caitanya). It becomes the 
art of divine poetry or divine music. Here, art becomes worship 
capable of creating the mantra caitanya—** Arccanai pāttē akum’’.® 
Art is here related to the divine experience. And the Tamil hymns, 
if our interpretation in correct express equally with the Védas 
the wide expanse of word and matter. The inward nature of art 
is further emphasized by Nampi Arürar—'tKalaikkelam Poruļāy 
utan kutip pārkkinra uyirkkub parintān””—*He is the very means 
ing of all the arts; He becomes one with the soul and He is all 
love to the soul which sees and learns’. The experience of art 
and life takes place within the frame-work of time, though in 
itself es beyond time; and this miracle is due to the fact that 
God Himself day and night measuring time—‘‘Pakalum kanku- 
lum aki ninzan."*. But these experiences are made possible through 
the SS CEE These Sense organs are but matter whilst the 
experience realized is divine. This is indeed a miracle and it is 


made posible because these sense organs are but the forms of 
Gon yg the tasting tongue, the discriminating ear and the 
secing eye and is the very taste experienced by all ‘ese and also 
the objects of these sensations, the roaming s : d tains 
It is all the work of His Grace. He js Te aS s: Bes doe 
from the top ofthe dark mountain” 9 K t po ne 
plains the experience of art as e God Dhe same 


6. Periyapuranam, Tatut., 70. 
7. 7: 592 3. 
8. 7: 59: 3. 
9. 7: 50: 3. 
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idea is emphasized in another place — **Colluvār corporulazai nī 
enpan nan nākkum ceviyum kannum ni enpan nan’? 10 


The theory underlying this conception of words and their 
meaning is hinted at by Appar in KilvBlur Tiruttüntakam: “Cor- 
pavum porul terintu tūymai nokkit tūnkātār manattirulai vànkatan 1— 
*The word as sounds spread; through them the meaning is learnt; 
the pure (Tiymai is defined as the state of being without any de- 
sire or hankering. This 'tūymai? is said to arise when the Truth 
is contemplated on and according to Tiruvalluvar, *"Tūymai enpatu 
ava inmai marratu vüaymai venía varum" — Tirukkural, 368) is seen 
and realized. There is then the calm of a sleep, a samadhi or 
mystic experience of calm bliss where the ego is completely lost. 
From the mind of such, the darkness is withdrawn. That is how 
the Lord arranges these things’. The words (poetry) seem to 
have an incantation value. The conscious and unconscious 
become one and are transcended in the supra conscious when the 
darkness and dim vision disappear giving place for the clear mys- 
tic vision. 


The truth is not a matter of propositions of dry logic and 
conflicting philosophies; as the real, it has to be experienced and 
realized. The distinction which the Catholics make between 
Animus and Anima is important as suggesting real value of poetry 
as anima or mystic realization of the Absolute as a finer kind 
of music as Socrates puts it, as distinguished from animus the logi- 
cal understanding of the philosophical abstraction; animus is said 
to function in the sphere of clear abstract reasoning and anima in 
deeper and richer field of knowledge or rather intuitional aware- 


ness as for instance our poet. 


III 


OUR POET'S PHILOSOPHY OF ART: 

We had suggested in our study of the hymn on DER 
tali? that our poet was giving his philosophy of Art or ‘Kalai’ in 
one of the verses therein.!?* We have interpreted thay as as 
referring to the six passions of man: Kiama, Krēdha, Lobha, 


10. 7: 4: 7. 
11. Ap., 281: 2. 
11247285 
12a. 7: 5: 8. 
T. 140 
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Mada, Moha, and Mātsara. They are referred to as having been 
established in the scheme of the Universe for ‘Kala? or Art. 
These are the most powerful emotions and when they are subli- 
mated they become poetic sentiments, rasas or ‘cuvai’ or *meyppāju” 
which are said to form the very life of poetry or art. Art accord- 
ing to Aristotle’s theory of Catharsis or purging!? evokes these emo- 
tions but in such a way that the artist and critic become masters 
of these emotions rather than their slaves, with the result that 
their minds remain purified, being purged of all the riotous effects 
of these emotions. At the end thereisa calmness or peace which 
is after all the real bliss. Itis this sublimation of the passions 
which our poet speaks of as *Ulaiyamaittal”,4 i.e., preparing for 
their enjoyment even as the cook prepares for the feast of rice by 
starting the oven. The fire of the oven here reminds us of the 


tapas involved in the creation of art—the tapas which transforms 


these diabolical emotionsinto divine art. Art was looked upon 


by a few schools of Jains as something worldly. Music, for ins- 
tance, was identified with erotic love; a great artist like Tiruttakka 
Tēvar describes Kēmam as ‘Vinaicceluam’, ‘as the wealth of music 
or lyre'.l5 But Campantar and Ārūrar have experienced God Him- 
self as a form of Art and they identify God with Art. Music, 
thus spiritualized according to Campantar removes the emotions 
like anger or krodha!9—*« Elu icaikkiļaviyāl veücimamolittavar". Like 


Tyagaraja and Purandara Das, Ārūrar also has realized the spiritual 
heights to which Art takes us. 


The spiritualized music leads to God. What Prof. Srinivasa- 


chariar says about Tyāgarāja applies to Ārūrar as well but unfor- 
tunately we know nothing about the 


of his age. Ārūrar's age was an a 
proved by Kutumiy 
and Tēvāram is pro 


music of his compositions OT 
Ae 8e of renaissance in music asis 
āmalat musical inscription of Mahéndravarmat 


bably the product of this renaissance. 
Prof. Srinivasachariar writes: 


13. Arist. Poet., 6. 
14. 7: 5: 8. 

15. Cintāmaņi, 411. 
16. 3: 78: 10. 
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in the concretising of the rare rāgas into kīrtanas and lyric music 
and in the marvellous development of the Sangatis or musical 
notes of scales with shades of sweetness swelling from within. 
The rhythm of rāgas is different from that of words, as the inner 
music vanishes the moment it is dissected by grammar and logic. 
Every raga has its specific mood and the raga; sung by him exhaust 
almost the whole gamut of emotions. In his songs he saw Rama 
(Siva) face to face, spoke to Him heart to heart and passed 
through all bhāvas and he felt it his mission to spread the spell 
of Rāmanāma (Šivanāma). The mystic would sometimes enter 
into the bridal mood like that of Sītā (the lady love) and express 
his moods of separation, remorse and assault. When the mystic 
mood ripened he entered into sānnyāsa and soon after into the 
security of tanmaya and sāyujya. He became a mellowed philo- 
sopher as age advanced and his bhakti for Rama (Siva) transcended 
prayer and praise. In sweetness of diction, beauty of bhava, free 
flow of imagination, in the blending of music and musing and 
finally in the rich variety of mystic experience musically inspired, 
he stands in South India unmatched in the realm of (modern) 
musical mysticism’’.? 


It is in this view, that we can understand our poet speaking 
of dance, music and poetry as modes of worship and as forms of 
the Lord. In this connection, we may remember Wēnacampantar 
speaking of ‘Patal neri and ‘Atal neri, "The path of Poetry or 
music’ and ‘the Path of Dance’ in the some way in which others : 
speak of Karma marga, Jaana mārga and Bhakti márga. Even the 
forms of the temples and the images as works of art are the 
various forms of beauty in which the Lord incarnates as it were, 
Beauty being the Absolute. Thus Art itself becomes purified 
and deified in our poet’s aesthetics. Temple cult thus receives a 
new interpretation in this theory of Art. It looks as through we 
can group all kinds of worship around this theory of Art divine. 


IV 


BHAKTI OR ANPU, THE RESULTANT EXPERIENCE OF ALL ARTS: 


In another place, Nampi Ārūrar speaks of Siva as the signifi- 
cance of all arts. 'Palkalaipporuļē”;!? “Nirampu — palkalaiyin 
17. Mystics and Mysticism, pp. 280-281. 


18. 2: 44: 5. 
19. 7: 69: ]0. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


1116 RELIGION 


porulalé porrit tankaļāl tolumavan’%a — "The Bhakta takes refuge 
in His feet realizing the truth of the various arts so full of His 
Grace praising Him with the words of those arts’. Education is 
thus deified and he speaks of the Lord as one who is worshipped 
by the educated — “‘Karravar paravappatuvan’”’.2° The darkness of 
this Universe is cleared by that light which is no other than God. 
It is a pure light, the light of Grace, piercing through the dark- 
ness enshrouding the Universe of sound and the Universe of 
matter: ‘‘Corpatapporul irularuttarulum tūya cēti”.*! This idea 
we explained with the help of Appar’s Tiruttantakam. ‘Those who 
realize God as the greatest Good, speak that the Lord resides in 
all their words’ — “‘Narpatam enruņarvār corpatamár Civan?? 2 
‘They read and realize the truth. whey think of your greatness; 
their hearts melt. They give expression to the music of their 
hearts in poetry. There I realize you” — **Otalunarntatiyár unperu- 


maikku minain tuļlurukā viracum ēcaiyaip pātalum mi ātal uņarntu 
. atiyēm” 28 


God is, therefore, knowledge, the resultant experience of all 
education and art. He is, therefore, addressed as *Arivē'.2* 
Usually this knowledge or fiānam is considered under two heads: 
(1) the Parajsana, the supreme direct knowledge or divine ex- 
perience; (2) the Afaraj&üna, the lower knowledge or the in 
direct knowledge about the Lord and the direct knowledge of 
other things.  Cékkilár speaks of them as, "Civaiānam”” and 
“Kalainanam” 25 Nampi Ārūrar shows the 
the lower knowledge into the supreme knowledge. As the Upani- 
sads often say, “When the mud, the root cause is known, all the 
mud voca are known; when God is known, everything also is 
known”. Knowledge at that stage ceases to be mere knowledge 


but experience "Arivw; there is b j 
S blissful ‘Anpu’ A dvat- 
tist Madhusūdana Sarasvati T St tk 


NE 3 : identifies both Bhakti and Biahma- 
ees in pr Bhaktirasājana. That is Prabhakt; or Sadhya Bhakti, 

a us A and goal and not Bhakti as the means to that 
goal. 1s trom this point of view that Tirumantiram identifies 


way to sublimate even 


23. 7: 84: 2. 
24. 7: 6: 4; 7: 24: 9, etc, 
25. Campantar Purāņam 70, 
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‘Anpu’ with Sivam’.26 Kaņņafpar, the hunter saint, who never 
went to any school for education, is praised by Nampi Ārūrar 
as “Kalai malinta cir Nampi Kaņņappar**"—*the prince of that 
greatness full of arts”. Now this greatness can only be the great- 
ness of this Bhakti or Love which according to Nampi Árürar is 
equivalent to the resultant of all arts. 


V 
BHAVANA: 


The distinction between the world of sound and the world 
of matter, the $abda prapañca and the artha prapafica, was already 
referred to. God is sometimes contemplated as Sabdabrahma. 
All the sounds of words are ultimately from Paranāda, becoming 
grosser and grosser through Pasyanti, Madhyama and Vaikharī 
stages. The yēgis are said to her and experience these various 
stages of this evolution. Ārūrar speaks of the Lord as He who 


has become the sound through the Nada becoming evolved more ' 


and more: ‘WNatamikuttu ēcaīyatānavan””.5 Ārūrar makes more 
direct refrence to this yoga path in his hymn No. 45, verse 
No. 9: 


“Tétuvan tētuvan cemmalarp patankal natorum 
Natuvan nātuvan nāpikku méléyor nālviral 
Matuvan matuvan vankat pitittu makilntule 
Ātuvan ātuvan Āmāttūrem atikatkē” 


But Ararar’s approach is really Jaanayoga. The Upanisads speak 
of the Brakmabhāvana or the contemplation on the self as the 
Brahman. One need not at this stage go into the complicated 
question whether this Advattic relationship is monism or non- 
dualism. Saivites also speak of the 'Sivoham bhavana. Accord- 
ing to Parimēlaļakar, it is the ‘yaymai’ referred to in Tirukkurai 
by Tiruvalluvar in his famous couplet, Tüymai enpatu avāvin- 
mai marratu vāymai vénta varum.? — Arüurar speaks of God as 
*Nanaya paran,” “The Lord who is I but there are moments 
when he is not so sure of this firm grasp of the Lord when he 
feels the miseries of the world—‘‘Valittalaip patuvān muyalkinren 


26. 270. 

27. 7: 39: 2. 
28. 7: 84: 9. 
29. Kural, 364. 
30. 7: 38; 4. 
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unnaippol ennaip pavikka mājtēn''*1—'1 attempt to follow the path 
but I cannot contemplate on the self as Yourself’. This refers to 
the "Brahmaivāham Bhavana’ or the ‘Sivdham Bhāvanā'—the subjec- 
tive experience of the teaching contained in the Mahāvākya— 
Tattvamasv. 


VI 


PRANAVOPASANA 


Mantras like Gayatri may be in the form of prayers and the 
poems of saints are such mantras. 


There are two other mantras, 
which are referred to by Ārūrar. 


Of them, one is the Pranava 
or the ‘Om’. These mantras, unlike prayers, are the mantra 
caitanya forms of God worshipped. By uttering them, the wor- 
shipper attempts at becoming one with the energy of mantra 
caitanya. Supernatural powers are thus developed but our saints 
are concerned with Brahmanubhava, becoming one with the Abso- 
lute. It is this higher or Paracaitanya that becomes the meaning, 
significance and reality of these mantras. The Praņavēpāsanā is 
one of the well known methods of contemplation of God. The 
various meanings of Pranava are collected in the book, Tēvāram 


Vēdasāram, at page 76. Pranavam is said 


to represent the 
Brahman and the Soul. 


It is explained as a mantra representing , 
the all pervasive form of the Lord and His various emanations. 
It is also explained as a ‘yantra’ in the form of Sivalinga. It again 
signifies the Paticabrahma mantras, which form the five faces of 
the Lord: Isāna, Tatpurusa, Aghora, Vamadéva, and Sadyējāta. 
Pranava signifies this Universe as the Taittireya Upanisad says 
«Om iti idam sarvam’’® Pranava is Mokai to be" the fom 
of the master or guru whilst the sisya becomes the body of the 
guru. Nampi Ārūrar refers to the sacred bull o hi h Siva 
rides, being in the form of this Pranava—a concret Moses tation 
of that truth. God ds Pasupati: Ovaņamēļ erutu? S R 
also R Onatikat tuyirppay ulakellām Onkārat turuvāki 
ninran”’4—“He became the life inside all bodi i 

world. He stood in the form (9) cis Ga Sat 


m. This m 
$ ittirī s ay ref ate- 
ment of the Taittiriya Upanisad: “Om iti ta, ete E m" 
m sarvam Siva 


31. 7: 54: 5. 
32. 1:8. 

33. 7: 5: 10. 
34. 7: 67: 1. 
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or the other statement of the Upanisad that the Brahmam as 
Pranava represents both the inner and the outer principles. 


VII 


PANCAKSARA: 


The other mantra is the Patīcāksara, sacred for the Saivites. 
It consists of five letters: Wa, Ma, Si, Va, Ya. The famous 
Pantikkotumuti hymn gives expression to Nampi Arürar's experi- 
ence ofthe contemplation of this mantra. This contemplation, or 
rather the experience has become a habit with our saint, “Unai 
nap marakkinum cēllum nā Namaccivāyavē”35 — *I may forget 
you, but my tongue will utter this mantra Namaccivāya’. He 
assures the Lord that he has no other attachment but the 
feet of the Lord which he always contemplates on. The very 
thought of this Pañcākşara, he asserts, has brought him the birth- 
less state.5* The day when he leaves off this contemplation is 
looked upon by him as the day of his death.37 


The mantra Namasšivāya” means, ‘I am not mine; I am Siva’s. 
It may, to start with, represent a prayer but it becomes the very 
name and form of the spiritual realization as the aspirant reaches 
higher and higher spiritual spheres.38 It expresses complete self- 
surrender unto the Lord and it is this feeling of loving effacement 
of ego that is important. The five letters signify the five great 
principles, Si, the Lord; Va, His Grace; Ya, the Soul; Wa, the 
Divine power of illusion and Ma, the Mala or impurities. The 
soul gets rid of the Mala, when by the Grace of God, illusion dis- 
appears and the soul turns heavenward. Then follows the stage 
of complete self-surrender when egotism vanishes and the soul 
is lost in the Grace of the Lord. When this experience develops, 
even the distinction between the Grace and the Lord disappears 
and the undivided divine experience alone remains, the very breath 
of the follower and its sound resembling ‘Si and ‘Om’ reminding 
him at every stage of this great experience. Taken thus repre- 
senting these five principles, Paūcāksara may be looked upon as 
five words and Arérar looks upon this mantra as ‘Añcupatam 3? 


35. 7: 48. 

36. 7: 48: 1. 

37. 7: 48: 3. 5 
38. See Tiruvarufpayag — 9th chapter. 
39. 7: 83: 1. 
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which is thought of thrice a day, at dawn, at dusk and at mid-day. 
It is true that Indian grammars will justify calling a letter, a 
word. 


Itis not clear whether the ‘Añcupatam may not be interpreted 
as the Paficabrahma mantras. But the tradition interprets this 
Aficupatam as ‘Pañcākşara’. The Sivāgamas lay the great em- 
phasis on the Pāūcabrakma mantras and the Sadangamantras. 
Mantras are said to end in seven different ways: Namah, Vasat, 
Vousat, Svāhā Svatah, Hum and Pat. Ārūrar speaks of the Lord 
as the one who is found of the seven letters and these are inter- 
preted as referring to these seven suffixes or endings of the 
mantras — “‘Ettukantar ticat; ēlukantār eļuttu”.*! It is also possible 
to interpret these seven letters as referring to the seven symbols 
of the seven Srtis — Sa, Ga, Ma, Pa, Da and Ni. 


VIII 


MANTRAS, THE MUSIC OF THE LOVING SOUL, INDEPENDENT OF THE 
LANGUAGE DIFFERENCES: 


According to some, the mantras which represent the correct 
sound of the vibrations can only be Sanskrit mantras, and on 
this score worship is often insisted and being carried on in the 
Sanskrit language; but as already pointed out, Nampi Ārūrar con- 
templates the worship with the Védic hymns as well as «Tēttiram 
or Tamil hymns. But the subtle mantras or ‘Bijas’ belong to no 
particular language and, therefore, may be taken to belong to all 
the languages. The saints by their mantra caitanya can deify 
any sound or series of sounds which they utter or express into 
the truth of their spiritual experience; their verses from the vibra- 
tions of their process of spiritual experience. The mantras and 


hymns are not the vibrations of matter or matrix but the music 


1 „cc ETE: 
of the loving soul: *Ulluruka viracum ēcai”,% something spiritual 


40. See 'Cakarakkil avi" — Tol., 62 
41. 7: 19: 8. 
42. 7: 84: 2. 
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But Tamilians have always been looking upon their language as 
egually divine; they went a step further in identifying it with 
God. 


Nānacampantar, it is from this point of view, speaks of wor- 
shippers praising the Lord in all the languages: 


*Kallāl nilalméya karaicēr kantdventu 
Ella moliyālum imaiyor tolutu etta" 48 


The importance is that Campantar speaks of the Dēvas prais- 
ing the Lord in all the languages. Asalready pointed out, Nampi 
Ārūrar was interested in Tamilizing the onward march of the new 
culture of the Pallava age. Heis, therefore, identifying the Tamil 
language itself with God. The distinction between the Sabda Pra- 
paiica and the Artha Prapaūca should be held in our mind when 
we read some of his verses. "The Lord is the eye of the world; 
He is the very idea of the seven worlds and He has become all of 
these Artha  Prapafica" — "Kanņāy el ulakum karuttāya arut- 
tamumāy”.4 The question arises what is the form of the Sabda 
Prapaūīca in this divine display. Itis very significant that Mampi 
Ārūrar should identify this with sweet Tamil full of music: “‘Pan- 
nar in Tamilay’4*—continues our saint. Of course the Lord is 
beyond the Sabda and Artha Prapanca: *«Paramāya parancutare’’ .46 


The great saints Appar and Nānacampantar are great in the 
eyes of Nampi Ārūrar because they popularized and spread that 
Tamil language and its culture: *tWāļum immicaiyāl Tamil parap- 


pum Nānacampantan””;d" “Iruntu mir Tamiloticar kētkum tccayal 


kācu niltam nalkinir"58—'Theirs was a divine service. (God was 
so fond of their Tamil poems that according to Nampi Ārūrar, He 
gave gold to those two saints. Hence Ārūrar says, “aUa Nana- 
campantanum Nāvinukkaracarum pātiya narramil malar colliyavē 


» 49 that he is pleased to repeat ithe same ea 
inuk- 


colli éttukappan : 5 
of good Tamil sung by Nünacampantan of good music and Wao 


karacar. 

43. 1: 85: 1. 

44. 7: 24: 5. 

45. Ibid. 

46. Ibid. 

47. 7: 62: 8. 

48. 7: 88: 8. 

49. 7; 67:5. 
T. 141 
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The attributes of Tamil show Nampi Arirar’s great reverence 
for Tamil: "Vaņtamiy'5*—Munificent Tamil; *Narramil 1 —The 
good Tamil; *Taniamil'.9 The cool refreshing Tamil; *Poyyat- 
tami} 53—The never lying Tamil; “Centamil’*4—The upright 
Tamil; AruntamiV'**— The rare Tamil; 'NalattamiV”56— The 
Tamil of quality, beauty, bliss or excellence; "*PāvaņattamiV”57 — 
The Tamil of the form of Poetry; *Intami'55—The sweet Tamil; 
“Uru Tamil?®—The abundant Tamil. Nampi Ārūrar refers to 
the contemplation on the Lord as the Tamilian as something uni- 
que and important: **Tamilat enru pavikka valla enkalur".9? It is the 
music of this language, as the very music of the loving heart 
which makes the Bhakias dance that appeals to our saint. ‘‘Pan- 
mitait tamil oppāy?*1— You are like the Tamil in music’; 


; *Vantamil 
vallavarkal ēlicai ēlnarampin ēcai”'**—*You are the very music of 


the seven strings of the harp or ya] of those experts in munificent 
Tamil. 


IX 
GOD, THE PATRON OF TAMIL SCHOLARS, MUSIC AND DANCE: 


The Lord is not only the Tamilian but the father of Tamil 
scholars—** Tantamil nūrbulavāņarkkēr ammün".9 The Lord is 
the music inside the song— "Pāttakatticai aki ninraw”.* These 
scholars of the South are full of knowledge of the arts. The Lord 


removes their miseries: "Kalaimalinta tenpulavar karfértam itar 
tīrkkum...ilai malinta maluvān” 65 


50. 83: 6. 
51. 3: 10; 7:67:5, 
: 4: 10; 7: 84: 10; 7: 96: 
13: 11. 956; 
mo 19; d 36: 4 
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They praise Him with the ever new garland of words — 
“Viruntaya colmālai koņtētti”.66 Yt is because poetry is the music 
of the heart that the Lord sympathized even that cruel Ravana 
and blessed him when he began to sing out of his heart: “Pattukku 
antu irankiya venziyinan".9 One wonders whether Ravana sang in 
Tamil. This sympathy is what probably Appar will call "Dayā- 
mūla danmam’® and this resonance to music and song drūrar sings 
and describes as the great victory of the Lord — "Pātalin icai 
muralap pannálum pāvittub pātiyātik kaņtārtam -kankulirum??6 — ‘The 
loving heart of the Bhaktas contemplate on his beautiful form for 
many days and express the music of the heart in songs and in 
dance whilst the musical instruments slowly hum and resound. 
They see the vision of the Lord as they had contemplated and 
their eyes are happy with this sight. How sweet is he when we 
think of Him?’ 


x 


GOD, THE GREAT MUSICIAN, POET AND DANCER: 


The Lord Himself is a great musician, poet and dancer, and 
the damsels of Darurkavana, when He comes a-begging at their 
doors as the great beauty of the forest, playfully enquire of Him 
whether He is an adept in dance and music and song.”? One may 
wonder which language is referred to. But we must remember 
that this is a repetition of a question which they had put to Him 
in a previous verse." They are complaining of the Lord agr 
away their heart and their bangles: “Kuravam nàriya kulalinar 
valai kolvatē tolilaki mir irauum immanai atitīrē ;% *Centamilttiram 
valliro cenkan ORO munkaiyil ātavē vantu nirkum itenkolē? "3 
He comes i) them singing Tamil and they ask him, “Are you an 


A AT) seni 
expert in chaste Tami} music : 


66. 7: 30: 4. 

67. 7: 62: 9. 

68. 233: 6. 

69. 7: 30: 10. 

70. 7: 36: 7. 

71. 7: 36: 4. 

72. 7: 36: 6. 

73. 7: 36: 4. $ 


74. Tamil music differentiates between ‘Pan’, the sampūrņa dugas 
occur all the seven $ rtis and ‘Tiram’ or melodies deficient in one or m 


of the $rtis. 
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Love seems to be the very life of Cañkam poetry. In another 
passage Nampi Ārūrar refers to the parrots understanding the 
Tamil language great for its fivefold divisions of erotic poetry 
almost willing to fly and carry the message of the love sick one — 
< Tiņaikoļ centamil painkili teriyum" ^5 ‘Tamil seems to make even 
the cruel serpent dance in love in the hand of the Lord. There- 
fore, these damsels exclaim, “Are you an adept in the musical 
tunes of pure Tamil?” “‘Centamilittitam valliro cenkan aravam mun- 
kaiyil ātavē vantu nirkum itenkolo?" 78 Therefore, Nampi Ārūra- 
thinks of the Lord as great Tamil dancer and Tamil poet. Was 
not the Lord, one of the poets of the Cankam age as Appar signi- 
ficantly points out — “Nanpāttup pulavanayccankam éri”.7” No 
wonder drūrar sings of the praises of the Lord in Tamil — “ Tīrup- 
pukal viruppal pannalam Tamilal pātuvēr karulày 9 — “Bless me who 
sings your praises with all love in the Tamil language of many 
beauties", and the Lord is there as the very nugget of gold to 


such scholars — “‘Ponnané pulavarkku’’.”® In another place he asks, 


**Patum pulavarkkarulum porulen?"$? — ‘What is that you will give 


unto the scholars who sing of you?’ One wonders whether Arürar 
is not including himself amongst the pulavars. Even at the distant 
Kētāram in the north, far away from the Tamil land, he hears the 
Tamil sound and music. Through the old bamboos, rushes the 
wind and it looks as though the mrdangam (drum) is played on; it 
reminds him of the musical Tamil songs sung in Tamil tunes"? 


and he is there reminded of the two great saints JVavukkaracar and 
Nānacampantar.82 


XI 
TAMIL IDENTIFIED WITH THE FORM OF THE LORD: 
at a poet identifies Tamil itself with the form of the Lord- 
RR; A x the Tamil grammatical studies are the study of 
l a a yo words and the study of the subject matter. This 
is something peculiar to Tamil and it is very significant that Arürar 


75. 7:65:2 
76. 7: 36: 4 
77. Ap., 290: 3 
78. 7: 69: 4. 
79. 7: 96: 2 
80. 7: 4: 5. 
81. 7: 78:7 
82. 7: 78: 10 
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thinks upon these different branches of study as the three great 
eyes of Siva — “‘Eluttotu cotporul ellam un kantdané’’;83 “You are 
the great thought” — “Eytané — thus Ararar begins and goes to 
explain thereafter how this thought takes the verbal form. He 
thinks of the Tamil language alone and it is because of this he 
thinks of éluttu’, ‘col’, porul? as the eyes of the Lord. We had seen 
him referring to Tamil as “‘ Tinai ko? centamiV”% the ‘tina? being the 
very subject-matter of the study of Porul. 


“Ilaikkum eluttukku uyirē ottiyāl'”%5 — ‘You are that vowel 
unto the letters written’. He sings in another place about ‘éluttw’: 
“Akaram mutalin eluttaki nivray’’.86 This description is somewhat 
perplexing. Possibly, it is expressing the idea conveyed by the 
first couplet of Tirukkural: “Akara mutala eluttellām”” — “The 
vowel referred to is ‘A’ which as mere nada involved in the very 
opening of the mouth lies at the basis of every letter or sound as 
is explained by Parimélalakar®’ and Naccinārkkiniyar. It is true 
*eluttu” may even mean a picture or painting as is proved by the 
existence of the phrase, '*Eluttunilai mantapam’’®® meaning the hall 
of painting; and in that case Nampi Ārūrar must be thinking of 
the Lord as the breath which will vivify a work of fine art. 


XII 


NAMPI ARURAR, A PARAMANAIYE PATUVAR, A MYSTIC POET: 


All these songs are the outpourings of the hearts of Bhaktas 
the expression of their mystic experience, therefore it is divine 
poetry expressing the finest blossom of Jüanamárga — "Poyyā 
nāvatanāl pukaļvārkaļ manattinulļē — meyyé niņreriyum vilakké 
90 — ‘Their tongues never utter any falsehood 


Jotta tévar firān O € 
In the inner recess of their mind you stand 


and they praise you. ist 
firm and shine like a great lamp of truth’. ‘‘Otalunarntatiyar un 


F PES batt es A 
ferumaikku ninain tuļļurukā viracum ocaryarp patlum nī may 


also be referred to. 


83. 7: 96: 7. 
84. 7: 65: 2. 
85. 7: 4: 4. 
86. 7: 3: 7. 


87. Commentary on Kura} No. 1. 
88. Commentary on Tol., No. 46. 
89. Paripāļal, 19: 53. 

90. 7: 23: 9. 

91. 7: 84: 2. 
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- All these make it clear that when Nampi Arirar sings of Tamil 
songs, he is having in mind the songs of those whom he had des- 
cribed in Tiruttoņtattokai — Paramanaiyē patuvar. Therefore, 
Ārūrar himself has to be looked upon as a Paramanaiyē Pātuvār — 
a mystic poet. This part of our study has really revealed Arürar' 
worship and religion as Art-mysticism. Has not Cékkilar said 
that the Lord Himself told Ārūrar, Arccanai pāttē ākum”?% We 
have already seen Prof. Srinivasachariyar speaking Nampi Ārūrar 
as a mystic poet and we have quoted his version fully about our 
poet. 
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CHAPTER V 


UNIVERSALISM 


APPALUM ATICCARNTAR: 


This insistence on Tamil and the Tamil group of saints does 
not signify any parochialism because as already explained our 
poet Nampi Ārūrar hastens to conclude, ‘‘Appalum aticcarntar 
atiyarkkum atiyén’’1—‘T am the servant of those living beyond the 
region of the Tamil land, beyond the present time, those who 
had lived in the past and those who live in the future’. 


One verse in the Tirukketaram hymn is significant from this 
point of view—''Taļicālaikaļ tavamāvatu tammaip peril ante’? He 
seems to condemn in this verse the narrow parochialism, reminding 
us of the fundamental unity of India. ‘The choultries and mutts 
become places of spiritual development of Tapas only when one 


"gets absolute self control’? The words ‘tammaipperil’ reminds us 


of the Tirukkura] phrase, "Tannuyir tan atapperraw.* He refers 
to the cult of holy waters and pilgrimages. He mentions Kuruk- 
kēttiram (Guruksētra), Kētāviri (Godavari) and Kumari (Cape 
Comorin) to which people then flocked for bathing in the holy 
waters. But our poet along with Tiruvalluvar’ feels that bathing 
and thereby cleaning the outer body alone are not enough. The 
mind has to be purified in these holy places: ‘“‘Kuliyirulam Kuruk- 
kettiram, Kotaviri, Kumari”*—"You have to bathe your mind at 


Kurukkēttiram, Kotaviri and Kumari’. 
It is 


The pilgrimage to Sriparvatam involves a purification. 
lation 


not the outward sight of Sriparoatam but its inward contemp 
. d Li [1 L 
and the resulting purification, that are more important. “This 


7: 39: 10. z 
7: 78: 6. 

7: 78: 6. 

Kuraļ, 268. 

Kuraļ, 298. 

7: 78: 6. 
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great truth about Šrī Parvatam, you do not clearly realize? 
< Teļiyīruļam Sri Parppatam””—thus he admonishes the pilgrims. 


“This great country, from the south to the north, containing 
these holy places, forms a cultural and spiritual unity to be ex- 
perienced through realization not to be merely known and to be 
travelled through. The parrot there pierces through the plantain 
fruit from south to north and eats it as a symbol of this reliza- 
tion and experience of unity of the land from north to south. 
With this experience in mind you should utter the word Kētāram, 
but alas! you do not"5—he sings. It this wider outlook that 
inspired our poet to sing of Sri Parvatam and Tirukkētāram in the 
north and Tirukkéticcaram in the south (in Ceylon). 


II 
ARURAR AND THE FEDERATION OF LIVING BEINGS: 


It is not merely a federation of men of all times and climes 
that Mampi Ārūrar is contemplating but a federation of living 
beings as was made clear by our reference to the federation of 
love involved in the folk-lore of this country and glorified by 
Nampi Ārūrar in his poetry. In that famous verse describing 
Daksimamurti he brings the tiger, the serpent and the lion to 
listen to the message of the Saivite God along with sis and Devas. 


The Jains emphasize the principle of ahimsa or kindness to 
all living beings including the plants and invisible germs. This 
is the great principle given expression to by Tiruvalluvar in his 
memorable words, Knowing one's own sufferings how does one 
inflict suffering on other living beings??10 Whe MES: used for the 
living being covers all the varieties contemplated by the Jains. 


E kis C SA ill restrict the attainment of salvation 

only to the human beings, and Dj m A ya^ 
ambara J rict it 

further to the masculine hur d kagans Will rest 


: man beings. It is this Jain theory 

apes klucis by Iampūraņar when he explains the special 

peat 4 Es E € Tamil alphabet ending in *» which is important 

alone is ca nS D denoting the masculine human form which 
pable of attaing salvation 11 But the more kindly 

7. 7: 78: 6. 

8. 7: 78: 6. 

9. 7: 65: 6. 

10. Kura}, 318. 

11. Commentary on Tol., 1, 
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heart of the ordinary people lived and moved amongst the beasts, 
birds and trees as though amidst brothers and sisters like St. Francis 
of Assisi, speaking with them and understanding their heart, 
thanging every one of them for the help so kindly and ungrud- 
ingly given by them. They looked upon some of them as divine 
messengers—the serpent was deified; the bull was deified and so 
were many trees. Coming to be born in the midst of their inno- 
cent folks of Tamiļ Land, the trees and rocks appeared as great 
ysis lost in their contemplation. It is from this point of view that 
Ārūrar feels that the serpents, the tigers and the lions of the forest 
and the mountain, where Daksināmūrti preached, also listened to 
His message. 


A later day philosopher of Saiva Siddhinta, Umāpati Sivam 
is said to have given salvation to a thorny plant and also to an 
outcast 'Perrán Campan’ and thus this belief in the possibility of 
attaining salvation by all living beings without any more births 
had become the bedrock of Saivism in South India. This is toa 
great extent due to the message of Nampi Ārūrar contained in the 
verse referred to above. The Purāņas have elaborated this message 
by narrating stories of pigs and birds attaining salvation.!? There- 
fore, though Nampi Árürar was a Tamilian through and through 
believing in the greatness and divinity of Tamil poetry and culture 
he never ceased to be a citizen of the loving federation of living 


beings. 
III 


ARURAR'S MYSTIC AND UNIVERSAL VISION: 

Tiruttontattokai is therefore a vision of drūrar. It is a mystic 
and vera) vision. The History is there; the particular indi- 
vidual and their peculiar modes of worship from the basis but this 
basis rises to the spiritual greatness of poetic truth and a mystic 
vision of universal significance. The whole universe is brought 
within its scope and transcended. All the contradictions and con- 
flicts are dissolved in this vision of self sacrifice and love. This 
universal outlook of the mystic should not be spoken of as mere 


toleration. A short note on this universal outlook may help us to 


realize fully its significances. 


12. See Tiruviļaiyātal Purāņam—Panrikku mulai kofutta patalam, Baril 
kuruvikku upatēcitta pafalam, Nāraikku mutti kotutta patalam. 


T. 142 
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IV 
UNIVERSAL OUTLOOK: 


Experience of God is claimed by the mystics of the world 
all over as real. They speak almost with one voice. This experi- 
ence, or soul-sight of God or the Absolute, is not a mere feeling 
or thought or desire or will; it is real, objective, illuminating, 
elevating and blissful. The means to attain this goal is a great 
thirst for God, where, as Prof. Srinivasachariyar beautifully puts 
it, God-hunger of the soul is answered by the soul hunger of 
God'J3 There, God is seen in all, all in God. This experience 
is not a passing whim or fancy, but is the very life of God in 
the love of the soul, which expresses itself in the service to all 
beings. The Absolute is the ground and basis, the ‘Sa’ without 
a second: ‘“‘Ekam éva advitiyam Brahma” is the Upanisad. But it 
is also the Great Dancer in the heart of the soul, seen also as the 
incarnation of love, in art-form pervading presence of God lost 
in His all pervasive love. The Absolute of Philosophy is the God 


of Religion and the Great Dharma of Ethics and the Beauty of 
Aesthetics. 


If this were so, the question arises why should there be the 
conflicts of Philosophies, the wars of Religions. Experience is 
one and this mystic experience is beyond words. One has, there- 
fore, to express it through symbols and metaphors. Here begins 
the source of all disputes which are to a certain extent verbal. 
“Ekam Sat Viprah Bahudā vadant? — ‘The Real is One; the Seers 


speak of it variously’ — That is the great truth of Rg Vēda which 


characterizes the Indian thoughts from that time to the present. 


The mystics, therefore, never differ, though their followers and 


interpreters do. ‘‘The true mystics of all ages and climes claim 
to have had a direct experience of God and proclaim in their joy 
«Come and see’ and invite humanity to have similar experiences. 
They are free from the barriers that divide one man from another 
and therefore extend their Spiritual hospitality to others”.!* 


Thus do they Promote the fraternity of faith. There is 4 
catholicity of universal brotherhood which is not me Qe 
K expediency, eclecticism, condescension or compromise. 

The theological method of Purvapaksa and siddhanta or the 
13. Mystics and Mysticism 


A - —ft. 87, 
14. Mystics and Mysticism x 127, 401. 


—Pp. 428. 
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establishment of one's view by the disjunctive elimination of the 
views of others may be logically Justified but is alien to the syn- 
thetic temper of mysticism which is grounded in love, sustained 
by love and realized through love”.!ē 


“Mysticism insists on the idea of every Jiva as the son of God 
as its inner source and sustenance. Every man can seek God and 
see Him spiritually in his own way, provided the quest satisfies 
the tests of moral purity and he invites others to share his experi- 
ence. Though the experience of God is one, its expressions vary 
owing to the psychological differences of the mystics due to their 
birth and training and, therefore, homogencity and regimentality 
have no place in mysticism. The starting points alone are diffe- 
rent but the goal arrived at by spiritual’ induction is the same. 
Likewise, sects and religions may vary but the God of sects aud 
religions is the same as He is their inner Soul. Unity in variety 
is thus the master thought of mystic experience and it removes 
the evils of regimentation arising from standardizing spirituality. 
Reality is posited as one and the siddhánta deduced from it is 
true; but at the same time it is inductively realized as one in 
spite of psychological variations due to the temperaments of the 
mystics as adhikarins. Thus mysticism is shown to be one though 
the mystics describe it in various ways; light is white but it is 
multi-coloured. This view promotes freedom and catholicity and 
avoids the pitfalls of individualism and ecclesiasticism.19 


V 


MYSTICISM OF ARURAR: 

This catholicity is the very life of the mysticism of Ārūrar. 
The vision he makes us see by his beautiful phrase, “Appalum 
aticcarntür" is a vision of the brother-hood of universe enveloped 
in divine love and living in the loving service of the Lord. It is 
an eternal brotherhood transcending the past, the present and 
the future, wherein are found all the great souls EE for 
God of all times and of all climes. The Tiruppunkur hymn 
praises another vision this time of the soul hunger of God embrac- 
ing in His universal love all kinds of living beings whatever their 


faults may be deifying and making all one with him.!"? In this 


15. Mystics and Mysticism, p. 420. 

16. Mystics and Mysticism— pb. 427-428. 
lo 7 Be, 

17a. 7: 55: 4. 
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very hymn he speaks of the various religions.'* "The religions 
were in his days divided into categories of six—‘‘Aruvakaic cama- 
yam’’.1® Jt has come to mean, in a generic sense all the religions, 
and to the later day Tamilians the six Akaccamayams (Saivam, 
Pücupatam, _Māviratam, — Kalamukam, Vamam and Vairavam), 
excluding the Akappuraccamayam, Puraccamayam, and Purap- 
puraccamayam. Ārūrar speaks here of the Lord blessing with His 
rare Grace the respective followers of these religions of great 
knowledge, in their respective spheres.? Here is no condemnation 
of any religion. On the other hand, our poet addresses God as 
the Prince of all religions—‘“‘Samayankalin Nampi”. He becomes 
the refuge of all kinds of worshippers. Our poet describes Siva 
as the very forms worshipped by other religions. He is the king 
of the Devas; He is Visnu and He is Brahma.22 Whoever amongst 
Devas, Rsis, Kings—and there is an infinite number of them — stand 
everywhere—anywhere they may be—and praise Him, He blesses 
them all with what all they desire. Thus He has become the 
refuge of all those coming to Him. He is all forms of Mercy to 
these— the Ocean of Karpaka, our Lord.23 He is all kinds of pray- 
ers and songs, all varied ways of approach, the ancient and the 
Good.24 Hinduism knows of the Greator, the Protector and the 
Destroyer and Ārūrar asserts all the three are His forms.** “He 


is of the colour of the gem; He is of the form transcending these 


and He is of many many beautiful forms"?9—says our poet. There- 


fore, our poet begs the people of the world to contemplate and 
praise Him as it suits them,? according to the nature of this 


world.?8 Our poet assures them all freedom from death which is 
the characteristic feature of Salvation. Those who contemplate 
on Him in many ways—the 


Y f death. y escape from the clutches of the mise- 
ries o E 4 


18. 7: 

19. 7:55: 9 
20. 7: 55: 9 
21. 7: 63: 6. 
22. 7: 40: 1 
23. 7:67: 8 
24. 7: 75: 1 
25. 7: 84: 7. 
26. 7: 2: 8. 
27. 7: 83: 2, 3, 7. 
28. 7: 33: 10 
29. 7:52: 1 
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MYSTICISM, A SYNTHETIC PHILOSOPHY, AND ITS VALUE: 


This aspect of mysticism—its synthesis of all conflicting phi- 
losophies and, therefore, its value are beautifully expressed by 
Prof. Srinivasa Achariar, in his valuable book *Mystics and 
Mysticism”. 


“Mysticism is synthetic philosophy par excellence and the 
supreme religion of love. It isthe meeting ground between science 
and philosophy as the method of both is the same, namely, pur- 
suit of truth without any prejudice. The opposition between 
faith (śruti) and reason ( yukti) is overcome by the test of spiritual 

‘realisation (anubhava). The truth that the Absolute of philosophy 
or Brahman is the personal God of religion or Bhagavan reconciles 
the extremes of monism and theism. It removes the antithesis 
between metaphysics, psychology, and religion by insisting on the 
unity between existence and value, by the affirmation that God, 
the Infinite, is the ground of finite existence and the goal of 
experience. Psychology starts with the study of the empirical self 
or the jiva and ends with the knowledge of the atman which is dis- 
tinct from the jiva fettered by karmas and the gunas of prakrti. 
Mysticism is a theoretical speculation as well as a practical way 
of life and thus satisfies philosophic speculation and the spiritual 
ends of ethics and religion. Mysticism is divine dynamics and is 
more than theoretics. The contradiction between ethics as a 
pursuit of goodness and religion as the attainment of God is over-' 
come by the basic assumption of ethical religion that God or the 
All-Self is the endeavour as well as the end. There is really no 
disparity between the logical ideal of truth, the ethical ideal of 
goodness and the aesthetic ideal of beauty as they are eternally 
self-realized in God as the home of the eternal values’’.*° 


“The philosophy of mysticism harmonizes the claims of réve- 
lation, reason and intuition and thus avoids the pitfalls of dogma- 
tism, intellectualism and subjectivism by its fundamental postu- 
late, that Reality is realizable by all. Truth is true for ever and 
true for all and Brahman or God is the sat without a second though 
its seers may express it in different ways. Revelation is a body 
of spiritual verities spiritually verifiable by all and is not to be 
identified with any historic revelation, prophet or book. Though 


30. Mystics and Mysticism, pp. 418-419. 
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verifiability by personal experience is the highest test of religion, 
it is not its sole test as it may lapse into subjectivism or pragma- 
tism. Reason mediates between revelation and intuition and 
when it is well disciplined, it can correct the evils of mere faith 
leading to fanaticism and mere intuition lapsing into subjectivism , 
But reason or turka by itself has no finality as the logical or ana- 
lytical intellect can only dissect Reality and not intuit it as a 
whole or Soul. The philosophy of mysticism ultimately takes its 
stand on or refuge into the Truth that Reality as Brahman or God 
reveals Himself to the mystic who seeks Him with all his heart 
and soul. In this way revelation, reason and intuition are ulti- 


mately one and all the ģramāņas are reconciled in the supreme test 
of Reality as realisation’’.®% 


“Mysticism expounds the nature of God or Brahman as the 
inner ground of all beings and the ultimate goal of life and there- 
fore, it unifies existence and value. God is the Being of all beings 
beyond changing nature or acit and the empirical self or jiva sub- 
ject to ignorance, evil and misery and is, therefore, the ultimate 
sat. He is also the supreme end of life satisfying the logical needs 
of truth, the ethical needs of goodness and the aesthetic needs of 
beauty as He is Himself Satyam, jūānam and sundaram. These 
values are eternal and ultimately one as they are all housed in 
the Absolute. The mind functionsin the three ways of thinking, 


willing and feeling and the jiva or ātman having jūātytva, kartrtva; 


and bhēktrtvā is intellectual, volitional and emotional. They are 


the expressions of the self-consciousness of the self and when it is 
fully expressed in mukti or the unitive state Beyond, it is infinite. 
In this way, in Brahman, existence and value are one He is the 
ground of all existents and their final goal. By aus Brahman, 
everything is attained as He Pervades all things as their inner 
Self and is their endeavour and end. 


integral, Brah à As existence and value are 
integral, Brahman or God is and has truth, goodness and beauty 


and the mystic can realize God as the home of all values. This 
view renders mysticism all- 


comprehensive and inclusive” .3! 
These passages may hel 


the universal outlook of Ārūrar a 


f the various kinds of worship; 


Jnana and bhakti are not mutually 
30a. Mystics and Mysticism pp. 424-49 

$ » PP» 5. 
31. Mystics and Mysticism, bb. 425-496 


for, to the mystic, ‘Karma, 
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exclusive as they all lead to the same goal and the contemplative, 
the worker and the devotee may start differently, but they all meet 
in God who is Light, Life and Love. As every mystic seeks and 
sees God and transmits his experience to others, there is no conflict 
between individualism and socialism. Finally Brahman is beyond 
space-time and finite-infinite and therefore the mystic attains the 
security and stability of eternal bliss by ascending to the Absolute 
and becoming one with Him. He transcends the world of space- 
time but does not deny it and, therefore, what is yonder does not 
negate what is here. It is a fulfilment of the herenow and not its 
negation’’,32 


VII 


THE JAINS AND THE BUDDHISTS: 


Arürar's description of the Jains and the Buddhists may at 
first sight appear to be contradicting our theory of his catholicity 
and universal outlook. It must be remembered that the remarks 
of the Tēvārām Saints do not apply to all the Jains and Buddhists 
in general. The importance of one great verse of Naacampantar 
has not yet been fully realized. In his Nakaikkéronam hymn (84). 
in the usual 10th verse, which always refers to the Buddhists and 
Jains; Campantar speaks of the Lord blessing His followers whilst 
he distinguishes among others, which, in the context of the 10th 
verse usually referring to the Buddhists and Jains should refer to 
these sects—three kinds of people, v7z., (1) the good people who’ 
expound Dharma; (2) the bad people who indulge in backbiting 
and (3) the others who being neither good nor bad spread scan-, 
dals:* **Wallār aram collap pollar param kira allar alar tūrra atiyark- 
karul ceyvām””.53 Therefore, it is clear Nanmacampantar himself 
recognizes that there are good and great men, amongst the followers 
of Buddhism and Jainism, who went about expounding Dharma 
and they cannot be the objects of Campantar's criticism which 
can, therefore, refer only to those who back-bite and who spread 
scandal about Saivites in particular. 

Arürar's poems justify this conclusion of ours; for, his grava- 
men of the charge against these sects 1s, that they abuse and 
scandalize the Saivites and the Lord. Descriptions of Jains and 
Buddhists which appear to us as very ungenerous, ROS, there- 


32. Mystics and Mysticism, pp- 419-420. 
33. 1: 84: 10. 
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fore, be taken to apply to this kind of people amongst them and 
not to all the Jains and Buddhists in general. The critics amongst 
these sects, in the eyes of our poet, were not even sincere, their 
minds being clouded by their prejudice, hatred and jealousy, they 
themselves indulging in force and mean subterfuges. Our poet 
speaks of their ‘mintatutal’,34 their way of rule or might, ‘kunta- 
tutal,** their revelling in meanness: ‘kuntu’ may also mean their 
stoutness. These critics of Saivism were ostensibly ascetics, pre- 
tending to perform Tapas, but really slaves of their tongue; for, 
they where stout and sturdy, characterized by their *mētu'3% or belly, 
always hankering after rich food with ‘kāți’3? or ghee.88 Some of 
them where also ignorant. Therefore, our poet speaks of their 
‘kariya matam',? ‘miitam’ ,*° ‘poyccamaw’41 and describes their 
enjoying their nakedness.? The real Tapasvins lost all their 
attachment to the world and gave up everything, becoming, un- 
conscious of even their nakedness. But such were not those people 
whom our saints criticized. Therefore, our poet often refers to 
them as ‘Camanatiyum’ 43 relishing in their nakedness. Our poet 
like Campantar in describing these sects emphasize the fact that 
they were contradicting each other by their very appearance: the 
jain ascetics appearing naked;# the Buddhists appearing clothed:* 
the former eating whilst standing; the latter eating whilst sitting.” 
In one place the description of the Buddhists occurs as ‘Utai- 
Jutaiya’,*® those who are clothed but it is sometimes read * Mutai- 
Jutaiya” when it will mean, those who are addicted to flesh eating 
or having the odour flesh on their body. The Buddhists are 
against the slaughter of animals but latterly they found no objec- 
tion in eating flesh obtained otherwise. As against them, the Jains 


34. 7: 82: 9. 

35. 7: 15: 9; 7: 30: 10; 7: 82: 9. 
36. 7: 90:9. : 
37. 7: 44: 9. 

38. Perumpanarruppatai, 1., 57. 
: 44: 9. 

90: 9 

63: 9. 

22: 9; 7: 33: 9. 

71: 9. 

71: 9. 

71: 9. 

57: 10. 

57: 10. 

90: 9. 
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refuse to eat even the flesh obtained otherwise and Ārūrar calls 
them ‘Vitakkinai olittavar’. The intolerance of the people is 
brought out by the story of Tantiyatikal but there the spiritual 


greatness of Tanti converted his erstwhile persecutors. Our poet 
refers to this incident.4? l 


If the Lord is everywhere and within the heart of every one, 
He has to be in the heart of these people as well, becoming that 
way their great truth and our poet gives expression to this funda- 
mental principle of mysticism. In this view of our poet’s remarks 
there is really no hatred against the Jains and Buddhists as such, 
but against certain fanatics who are to be found in any religion, 
especially in a religion which has gained power and which is feel- 
ing that it is losing that power. 


VIII 


REFERENCES TO JAINS AND BUDDHISTS IN ARURAR S WORK: 
References to these sects in Ārūrar may now be studied. 


i. *Kuņtātum Camanarum Cakkiyarum purankūrum Kokutike 
“koyil?? 0 
‘The Lord of the jasmine temple whom Camanars (Jains) and 
Cākkiyars (Buddhists) who revel in their depth of meanness, back- 
bite and slander’. 


ti. The very word used by Campantar, "Purankūral” is found 
in Arürar's criticism as well in the above passage and here they 
said to hurl abuses upon the Lord: 


** Namananantiyum Karumaviranum Tarumacénanum entivar 

Kumanamamalaik kuntzupolninzu tankaļkūraiyot rinīiyē 

Namanafiaiana fiíanafionamen rūtiyāraijum nāņilā ji 5 

Amanarar palip putatyaro namak katika ļākiya atikaļē . 

‘Is our Lord, the One, full of abuses hurled by the Jains?” In 
this verse our poet refers by names to certain leaders of ie e 
of critics amongst the Jains, viz., Namana Nanti, IN. E. 
Tarumacénan. It is curious that the name pi is re erre 
to as one of the leaders of jains by QGampantar.9 This Taruma- 


49. 7: 72: 10. 
50, 7: 30: 10. 
51. 7: 33: 9. 
5l.a 7: 39: 4. 
T. 143 
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cēnan must be different from Appar, who went under that 
name whilst he was a Jain. Their sturdy and proud forms are 
also referred to as appearing like ‘Kumana māmalaik kunm? 
(‘Kumana māmalat' is not clear; it may be the hill belonging to 
Kumanan of the Cankam age, viz., Mutira malai. ‘Kumanam’ may 
mean "bad smell’ probably due to the Jains, not bathing, and pers- 
piring whilst standing in the sun; or, it may mean the smell of the 
earth as referring to that of the mountain). Our poet refers here 
He parodies not 
the idea behind the mantras, but the nasal sound of their prakrt 
maniras which signify their taking refuge in Arhat, Siddha, Sadhu 
and Dharma. This parody is based on the purist view of our poet 
on languages. The Tēvāram writers insisted on preserving the 
languages in their pure state. They, for instance Campantar, 
looked upon prākrtam or pakatam as the corruption of Sanskrit: 
"Sangada bungam'9 The ‘manipravala style’ in which the Jains 
and Buddhists indulged was anathema to the Tévaram poets; for, 


in that mixture of languages they found neither the sweetness of 
Tamil nor the majesty of Sanskrit — “Ariyattotu Centamilp payar 
arikilà antakar”.53 


wi. “Kariya manaccaman kātiyātu kalukkalal 


Eriya vacavunum taņmatyo?”54 


The critics referred to here are said to be with a dark mind, 
t.e., a mind clouded b 


by them out of their fire of jealousy. “Should the Lord be a prey 


uggest that our Lord takes 


thing jin ghee’ seems to be 
ag | gin ghee’ se 
a baie on the critics and this is probably due to the contrast 
x poet wants to emphasize between the sincere love of 
the Lord and the cruelty of the pretenders 
D «c 5 . J 
t. ““Iruntun Tērarum miitun Camanum ēcaninaņan”.55 


52. 3: 39: 2. 
53. 3: 39: 4. 
54. 7: 44: 9 
55. 7: 57: 10. 
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Here again the ridicule by those who hanker after food is 
underlined. The contrast between these warring sects is charac- 
terized by their very outward acts—one, sitting and eating and the 
other standing and eating. Our poet is simply echoing the very 
phrases of Campantar: “Nintun Camanar truntun Térar’? 58 


v. "'Poyccaman poruļākai intu Nampi” 5? 


‘Our Lord, the great Prince, who gathers the truth of the false . 


pretenders.” These refer only to the Jains but it was already 
pointed out not to be devout followers of that religion but to the 
fanatic pretenders. Even unto them He becomes a Reality. 


vi. *Wanmai on rilāt Tērayput Camaņām 
Camayamākiya tavattinār avattat tanmai vittoli nanmaiyai 
ventil 
ibit bee eee oo bosa Sivakkoluntinaic 
cen Tatai manang” 58 


‘The Tērars or Buddhists who have not any goodness about 
them and those Jains who are mean, have renunciation of Tapas 
for their religion and they are themselves in the form of ascetics. 


But their characteristic feature is their falsehood (what a cala- . 


mity!). If you leave this out and aspire for the good, O, my mind! 
go and reach the sprout of Siva’ Here again the attributes ‘nan- 
mai ontila’, ‘pun’ are restrictive rather than descriptive in their 


scope. 


vii. *Kuņtātiyum Camanatiyum kuttutukkaiyar tāmum 
Kantarkanta karanammavat karutātu kaitolumin” 59 


‘Those who indulge in mean acts, those who indulge in naked- 
ness and those who have short dress or clothes—these have seen 
or realized certain truth as the great cause of causes. Donot think 
of them. Go and worship the Lord’. The causes referred to, 
may be the explanations which they give for various forms of Siva, 
explanations which amount to scandalizing Saivism. Or, it d 
mean the great truths of their religion explaining the cause of a 
the miseries of the world, and the causes vain CHEE enitn. 
Their theory of Karma has no place for God's Kypā, and it may bc 


56. 1: 71: 10. 
57. 7: 68: 9. 
58. 7: 64: 9. 
59. 7: 71: 9. 
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because of this our poet is begging of the Saivites not to take their 
philosophy of heart. But in view of the other references to these 


Critics it is better to take this also as referring to their scandals 
on Saivism. 


viii. ““Kuntikaip, patappinil vitakkinai olittavar 
Kantavar kantati vilntavar kanaikalal 
Tantutait tantita ninamutai aravutan 
Enticaik korucutar itam valampuramē” 60 


This verse has been discussed in our -study of the hymn on 
Valampuram.9*? Our poet describes the Jains as carrying water 
pots — a characteristic feature of the Jain ascetics. He also refers 
to their refusing to touch flesh. These praises have probably an 
underground satire as referring to the persecutors of a poor blind 


innocent soul (Tanti). These persecutors were ultimately con- 
verted by Tanti. c ` ; 


ix. “Kuntatiya Camanatarkal kutaic Cākkiyar ariyā 
Mintatiya vatuceytatu vānāl varu viti ye"? 61 


Here also our poet refers to the leaders «Nātarkal” of Jainism. 
"These are not righteous leaders but those w 


The Gakkiyars or Buddhists are described as carrying umbrellas. 
These sects in their ignorance abuse the Lord and follow the path" 
of might or rowdyism, They reap the fruit by themselves becom- 


ing embodiment of rowdyism and the very form of all their abuse. 
This is but the rule — à : 


— the law of. Nature that always comes to 
work. Our poet seems to suggest that by the working of this law of 
nature which always comes to be fulfilled, these pretenders who 


abuse the Lord of the Saivite followers, always thus meditating as 
It were, on this abuse, 


become themselves what they have been 
abusing. Here again t 


he reference can only be to the false fana- 
tics and not to the true devotees. i 


ho revel in mean acts. 


x. “Motutaiya Camanarkkum 
mutam vatita 


Pitutaiya puliytire ci 
rut cirrampalattem ānai ram 
LE 12 perumānaip per 


mufaiyutaiya  Cakkiyarkkum 


60. 7: 72: 10. 
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61. 7: 82:9. 
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"The Lord who has established ignorance for the (false) Jains 
characterized by their protruding bellies and the (false) Cakkiyar 
or the Buddhists with their clothes or flesh’. This reference is 
obviously to the pretenders. 


xi. “Kuntaraik küraiyin rit tiriyum Caman Gākkiyatpēy 
Mintaraik kaņtatanmai viravākiya tennaikolē””.63 


‘How is this that our Lord is one in the very outward form in 
which we see them with the Kuntar, the mean, Mintar, the arro- 
gant, these diabolical people who roam’ about without clothes? 
This is the mystic experience of seeing the Lord everywhere. The’ 
charge against them is that they are arrogant and mean, always 
wandering about like ghosts (and slandering the Saivites); This 
verse expresses the wonder of the mystic experience of seeing the 
Lord in the very forms which the Saivites usually hated as dia- 
bolical, mean and arrogant. 


63. 7: 99: 10. 
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SECTION B 


PHILOSOPHY 


General Introduction 


The philosophy of Arurar remains to be studied. The last 
portion of our study on Religion has shown his universal outlook. - 
Arürar is not a philosopher explaining his metaphysical theories. 
He is a mystic poet and we have to weave his philosophy out of 
his poems. Is it necessary that we should forget the thrills of his 
poetry in order to understand his philosophy? Perhaps not. His 
poetry gives us a glimpse into the mystic experience he had and 
into the trials he had to undergo to attain this experience. There- 
fore, we study him as a mystic poet and philosopher. 


The world is there, and we are experiencing this world as 
spiritual individuals, jivas, or souls. God is spoken of as the very 
basis of all these, the world and the souls, as their Organizer and 
as their Saviour. First, therefore, we take up Nature and gather 
together the views of Arirar on this. His Nature-mysticism is an 


exposition of his mystic experience and an elucidation of his 
philosophy of history and creation. 


In the next part, we discuss the spiritual progress of the soul 
in terms of purgation, illumination, and love. The sadhanas, the 


theory of karma, the doctrine of Grace are all examined in the 
light of Ardrar’s poems. 


sātana hymns and the 
scription of the final 
Ārūrar has given free 
‘Cit? (knowledge) 
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PART 1 
| NATURE 


Introduction 


In this part, we discuss Ariirar’s conception of Nature or 
| Universe or Māyā and Pāšam. According to our scheme, we first 
attempt to understand the views of theother mystics of the world. 
to better understand the views of Ārūrar who is also a mystic. 
Arürar's views of Nature, its beauty and the Astamūrta form of 
God are then emphasized. Next is considered the philosophy of 
History and Time with reference to Arirar’s poems which reveal 
that the whole process of creation and history is the divine drama 
of the Soul becoming God. In this connection, ‘Our poet's views 
on life and its miseries and happiness are also examined. <= = 
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CHAPTER I 
NATURE MYSTICISM 
I 


" NATURE AND MYSTICS: 


Every experience involves subject-object relation. The sub- 
ject is usually generalized as the spirit or the soul. The object is 
generalized as Nature or Universe or Prakrti. The basis or 
‘adhara’ of these, sometimes called their Ruler, is God or the 
Absolute, decribed under various names such as Brahmam, Siva, 
etc. Nature which is called Prakrti in Indian Philosophy includes 
not only what the Westerners call matter but also mind and the 
individualizing egoism or ‘akankara’. Spirit is pure knowledge and 
is beyond this matter and is called the Atman, which is itself 
further differentiated from the Paramātman or the Lord. Every 


Philosophy therefore, has to deal with the nature of these three 
categories and their inter-relationship. 


Every Philosophy starts with the fact of this world, but the 
philosophies differ when they being to explain the relationship of 
this world with the Atman and the Paramátman. 
perience God in or through Nature and to all of th 
not appear as opposed to God; the 
through union. As Ārūrar descri 
or the Subject and the Object: 
Perumāņ” These mystics, when they begin to express this in- 
expressible experience, necessarily have recourse to metaphors, 
allegories and parables. In that way, their language becomes 
poetic.. Nature mysticis : aide 


m thus becomes on i i 
me 3 e with Poetic or 
Artistic or Aesthetic mysticism. š 


Mystics ex- 
em, it does 
y experience even there a unity 
bes the Lord, He is the Saksin 
“Mutnilaiyay mulutulakum āya 


With their vision and facult 
mune with the Ocean's li 
the shining clouds. It i 


culty divine, they intuit God and com- 
quid mass, the solid frame of earth and 
S said of Amiel, the mystic, that he had 

ture, such grand and spacious 
Teaching the stars and owning such 


immortal cosmogonic reveries, 
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instants of mystic experience as moments divine and ecstatic, in 
which his thoughts flew from world to world. The saints of 
Tēvāram have had such experiences which they have given 
utterance to in their exguisite poetry. 


II 


MYSTICS OF OTHER LAND: 
1. Plato 


The experience of other mystics may help us to better under- 
stand Arirar’s Nature Poetry. Some speak of Nature as a dim 
shadow of the Absolute, whilst others see God’s reflection in the 
mirror of Nature. According to Plato’s simile of caves, we are 
all in the world of shadows being within the cave (the baddha — 
fettered stage), where we experience only the appearance and not 
the reality which we can directly experience once we get out of 
this cave. This reminds us of the Vēdāntic truth that Brahman, 
the noumenon, appears as the phenomenon. According to him the 
mystics build a ladder from Earth to Heaven, from sense percep- 
tion to Soul-sight, from the beautiful forms of the world to the 
beatific idea of God.? 


In his dialogues, Plato makes Phaedrus speak to Socrates: 


«These are the lesser mysteries of love, into which even you, 
Socrates, may enter; to the greater and more hidden ones which 
are the crown of these, and to which, if you pursue them in a 
right spirit, they will lead, I know not whether you will be able 
to attain. But I will do my utmost to inform you, and do you 
follow if you can. For, he who would proceed aright in this 
matter should begin in youth to visit beautiful forms; and first, 
if he be guided by his instructor aright, to love one such form 
only — out of that ‘he should create fair thoughts; and soon he 
will of himself perceive that the beauty of one form is akin to. 
the beauty of another; and then if beauty of form in general is 
his pursuit, how foolish would he be not to recognize that the 
beauty in every form is one and the same! And when he 
perceives this he will abate his violent love of the one, which 
he will despise and deem a small thing, and will become a lover 
of all beautiful forms; in the next stage he will consider that the 


| - 9.. Idea is real according to Plato: 427 B.C. to 347 B.C. 
T. 144 
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beauty of the mind is more honourable than the beauty of the 
outward form. So that if a virtuous soul have but a little comeli- 
- ness, he will be content to love and tend him, and will search out 
and bring to the bright thoughts which may improve the young, 
until he is compelled to contemplate and see the beauty of them 
all is of one family, and that personal beauty is a trifle; and after 
laws and institutions he will go on to the sciences that he may 
see their beauty, being not like servant in love with the beauty 
of one youth or man, or institution, himself a slave, mean and 
narrow-minded; but drawing towards and contemplating the vast 
sea of beauty, he will create many fair and noble thoughts and 
notions in boundless love of wisdom, until on that shore ne grows 
and waxes strong, and at last the vision is revealed to him of a 
single science, which is the science of beauty everywhere. To 
this I will proceed; please to give me your very best attention: 


«He who has been instructed thus far in the things of love, 
and who has learned to see the beautiful in due order and succes- 
sion, when he comes toward the end will suddenly perceive a 
nature of wondrous beauty (and this, Socrates, is the final cause 
of all our former toils) — a nature which in the first place is 
everlasting not growing and decaying, or waxing and waning; 
secondly, not fair in one point of view and foul in another, or at 
one time or in one relation or at one place fair, at another time 
or in another relation or at another place foul, as if fair to some 
and foul to others, or in the likeness of a face or hands or any 
other part of the bodily frame, or in any form of speech or know- 
ledge; or existing in any other being, as for example, in an animal, 
or in heaven, or In earth, or in any other place; but beauty abso- 
lute, separate, simple, and everlasting, which without diminution 


and without Fae case: or any change, is imparted to the ever- 
growing and perishing beauties of all 


h di ; other things. He who from 
: K ba m B under the influence of true love, begins to perceive 
that beauty is not far from the end. And the true order of going, 


upwards fo t 
other beauty, using these as steps o esse ot tha 

two, and from two to all fair f 
: ; orms, and from fair forms to fair 
LE, and from fair practices to fair Notions, until from fair 
Dots) at the notion of absolute aus and at last 
n © essence of beauty is. This : » 
said the stranger of Mantineis «s ; my dear Socrates", 
i as, “ls that life above all others which 
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man should live,in the contemplation of beauty absolute; a beauty 
which if you once behold, you would see not to be after the 
measure of gold, and garments, and fair boys and youths, whose 
presence now entrances you; and you and many a one would be 
content to live seeing them only and conversing with them with- 
out meat or drink, if that were possible — you only want to look 
at them and to be with them. But what if man had eyes to see 
the true beauty — the divine beauty, I mean, pure and clear and 
unalloyed, not clogged with the pullutions of morality and all the 
colours and vanities of human life thither looking, and holding 
converse with the true beauty simply and divine? Remember how 
in that communion only, beholding beauty with the eye of the 
mind, he will be enabled to bring forth, not images of beauty, 
but realities (for he has no hold not of an image but of a reality), 
and bringing forth and nourishing true virtue to become the friend 
of God and be immortal, if mortal man may. Would that be an 
ignoble life?” 


2. Plotinus 


Plotinus (204 A.D. — 270 A.D.) who is the next great mystic 
of the West speaks of men and things radiating or emanating from 
the Lord, and His Divine Trinity of the (1) nous (or the One), 
(2) the One-Many and (3) the.One and Many,* reminds us of 
Saiva Siddhāntins” Siva, (1) transcending the world, (2) being one 
with the'world and (3) being in the company of the world — 
“Tanay vérüy utanāy ;5 "Avaiyē tanéyay”.S According to him, 
matter is the principle of externality and the world we perceive 
with our senses is the shadow of the spiritual world. Nature 
is not the illusion but the sleeping spirit. According to Plotinus, 
Art or Poetry, which is not mere imitation but creative imagina- 
tion, passes beyond the shadow and intuits the real or prime or 
divine beauty, what the German philosopher Schelling (1775-1859 
A.D.) calls the artistic intuition of Cosmic Beauty. 


3. English Mystics 


English Mystics are characterized by their worship of Nature. 
To William Blake (1757-1827 A.D.) the earth is a distorted 


Dialogues of Plato by B. Jowett, Vol. I, bp. NE 
Christian Mysticism by W: R. Inge, p. 95, year . 


Gampantar, 1: 11: 2. 
Sivajfianabodham-sütram, 2. 
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shadow of Spiritual Reality and he is certain that the Eternal is 
in everything. The eyes of man, according to him, can therefore, 
open into Eternity and his imagination can expand into Infinity, 
the multiple vision leading ultimately to that of oneness of 
Divinity, seeing a world in a grain of sand, a Heaven in a wild 
flower holding Infinity in the palm of his hand and Eternity in an 
hour. 


4. Sufism 


This reminds us of Jami, a Persian Sufi Mystic (1414-1492 
A.D.) who thinks: 


“Each species of matter did He constitute 
A mirror, causing each to reflect 
A Beauty of His visage; From the rose 
Flashed forth His Beauty and the nightingale 
Beholding it loved madly. From that fire 
The candle drew the lustre which beguiles 
The moth to destruction”. 


“All that is not one must ever 
Suffer with the wound of absence 
And whoever in Love's city 
Enters, finds but room for one 
And but in oneness union”, 


Sufis believe that Allah brought forth this world as an image 
of Himself out of love and the Sufi Mystic Hallaj (854-922 A.D.) 
was blessed with the cosmic vision of God in all forms as the 


All-Self, whilst Ibn-al-Farid beheld the Lord in every charm and 
Grace and loveliness of life. 1 ix 


ru 5. Spinoza 
~ Spinoza, the ethico-religious phil kx 
God,’ and God in all things bein Philosopher, saw all things in 


Ss g their essence,’ for to him āll 
things were God under the form of eternity > 


3 : 6. Taoism 
* "The Chinese Taoism (570 B.C.) amie -— 
mates and nourishes all beings. ) asserts that Reality *Tao' ani- 


7. Eth of Benedict De Spinoza, 


yo roe rt 
8. Ibid., prop. XXV. "ekorih d Co., 1899, 1 Part., prop. XV. 
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III 


IMMANENCE: 


William Blake (1757-1827 A.D.) is only echoing the mystic 
Bohme (1575-1624 A.D.) who speaks of our seeing a flower, to 
whom the world is but a mirror of the Deity where the soul could 
converse with the Lord therein whilst even a flower in the. wall 
will reveal God in all His glory like the lilies in the starry heavens. 


Tennyson also experiences the same truth when he sings: 


“Flower in the crannied wall 

I pluck you out the crannies 

Hold you here, root and all in my hand 
Little flower, but if I could understand 
What you are, root and all and all in all, 
I should know what God and man is.” 


Nature mysticism inspires, thus, Bhakta to experiénce and 
enjoy the beauty of God objectively in all things and in the end 
he realizes the mystery of this Absolute beauty remaining already 
enthroned in the heart as the Lord of Love: Tagore, it is said, 
had a vision of the world bathed in the radiance of beauty, beauty 
which according to him links Heaven and Earth when the song of 
the singer was not distinct from Him who was: Rasa itself in the 
drama of love and spiritual wedding.’ Gati dati 


But this Nature mysticism ought not to be confounded with 
Pantheism and some forms of Nature mysticism which remain 
restricted to Nature alone without ever thinking of the spirit or 
God who whilst immanent in Nature transcends it ds well. Cosmic 
i consciousness of the Cosmos- in its 
entirety but it is not 'a mere” addition or "summation 
of all things of this world. -Cosmos is the “eternal expres- 
sion of the dynamic love of the Lord. Greation is the 
process of the Formless God revealing to us in varied forms. 
The one becomes many out of love. He who is beyond space time 
is now in the spatial order. This is, to help the soul clothed in 
space and time to unveil itself and intuit as true diving parte: 
to kiss it away as it were unto divinity. Arūrar puts it, Passing 
through this embodied stage the soul transcends silā body to a 


consciousness is the 


A DS 


9. See ‘The Philosophy of Tagore- by B: G. Ray. 
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higher disembodied spiritual sphere”. The intuition of the mystic 
is not ordinary perception of the eyes of the physical body ‘Caksusa 
drsti or a dialectic knowledge or ‘Tarka drsti. It is the percep- 
tion of the divine inner eye or ‘Divyacaksus’ and, therefore, it is a 


divine vision or ‘Divyadysti?. It is the perfect experience or the 
Pūrnņānubhava. 


Something of this subjective feeling is found described by 
Wordsworth: 


Far and wide the clouds were touched, , 
And in their silent faces could he read 
Unutterable love. Sound needed none, 
Nor any voice of joy; his spirit drank 
The spectacle; sensation, soul, and form, 
All melted into him; they swallowed up 
His animal being; in them did he live; 
And by them did he live; they were his life. 
In such access of mind, in such high hour 
Of visitation from the living God, 
Thought was not; in enjoyment it expired. 
No thanks he breathed, he proffered no request: 
Rapt into still communion that transcends 
The imperfect offices of prayer and praise, 
His mind was a thanksgiving to the power 
That made him: It was blessedness and love!” 
“Therefore am I still 


A lover of the meadows and the woods, 
And mountains; and of all that we behold 
From this green earth; of all the mi 


Of eye, and ear,—both what they 
And what perceive; 


ghty world 
half create, 


well pleased to recognize 
In nature and the language of the sense 


lēja onnar ca my purest thoughts, the nurse 
The guide, the guardian of my h : , 
Of all my moral being. y heart, and soul 


a sense sublime 
Of something far more deeply interfused 

Whose dwelling is the light of setting Gg 
10. 7: 10: 6. | 
11. See, Mystics and Mysticism, pp. 48.49. 
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And the round ocean and the living air, 

And the blue sky, and in the mind of man; 
A motion and a spirit, that impels 

All thinking things, all objects of all thought, 
And rolls through all things”. 


“Until the breath of this corporal frame 
And even the motion of our human blood 
Almost suspended, we are laid asleep 
In body, and become a living soul: 

While with an eye made quiet by the power 
Of harmony, and the deep power of joy, 
We see into the life of things”. 


Shelley addressing the skylark expresses his experience thus: 
‘“My spirit like a charmed bark doth swim 
Upon the liquid waves of thy sweet singing, 
Far, far away into the regions dim 
Of rapture, as a boat with swift sails singing, 
Her way adown some many-winding river, 
Speeds through dark forests o'er the water swinging". 


To the mystic, the universe appears animated by God. The 
whole Cosmos appears as His Ripa. The Universe as form of God 
was revealed to Arjuna by Krsna and the Tamilians can read in 
their own language the description of Murukan appearing in this 
Višvarūpa before Cürapanmam as described in the Tamil Kanta- 
purāņam. Sometimes it is terrifying, sublime, and majestic as it 
was to Arjuna. But to these mystics all this i$ the play, the 
drama of that love enshrined in their heart. It is the beauty of 
the Universe, ‘Bhuvana Sundarā and the Bhagavata calls it or 
the *Trailokya Sundara’ as the Tamilian Saivites will have it. “The 
world is the vessel of the lamp; the sea is the oil; the sun is the 
flame": Thus appears the Universe as the divine Light to Poykai 
Ālvār: 4 
** Vatyam takaliya vārkatalē neyyaka 

Veyya katiron viļakkāka „12 
IV 


BODY AS TEMPLE: SOCIAL SERVICE: | 
The objective world does not exhaust Nature. Nature appear- 


ing as the objective world is not only all that we see outside us, 


12. First Tiruvantāti, l. 
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it includes our body also. Even this becomes deified as the temple 
of the Lord and some speak of even this becoming ultimately 
divine. The others moving with their bodies on this earth also 
form part of this world and Nature, and they are the walking 
temples: ‘Watamatum koilkal’. 


“The heart-beat in the mystic is in tune with the heart-beat 
of the world owing to spiritual community and the immanence of 
God in each person, Like the germ-cell in the body, the soul is 
the epitome of the universe as an inter-related living whole’’.15 It 
is the microcosm of the Cosmos macrocosm. 


As in the ‘Andam’ (macrocosm), so in the ‘Pindam’ (micro- 
cosm) the Lord is reflected in the mirror of our soul; nay, he is 
‘Antaryamin’, the inner soul; as such, He is the Reality of reality, 
the Life of life; the great Light as the Upanisad puts it from which 
the lesser lights get their illumination. The light of Andam is 
found in the light of the Pindam. ‘Anpu’ or love is the vessel, 
‘arvam’ or ‘préma’ or the hankering after the Lord is the oil and 


the blissful heart is the wick and Jaana is the flame:— thus the 
Lord appears to Pūtattālvār as the inner light: 


«Anpē takaļiyā āravamē neyyāka 
Inpuruku cintai itutirijā — Nanpuruki 
Nānac cutarvilak kérrinen Naranarku 
Nanat tamil purinta nan 14 


These two lights — outer and inner — reveal the hidden Lord, 
God as the “Sarvabhuta sthitha ātma”, the soul in all things. Every 
soul appears as the temple of the Lord demanding our worship and 
service. Therefore, the life of the mystic is the life of social ser- 
vice, «Lēkasatigraha' working for the universal salvation. 


3 Svar pa begged of Śri Rāmakrsņa to bless him 
wath the never-ending samadhi and the master Nas sorry that his 
discpleexyastirecepiaclerofilighteshould think. of Ein for 
i personal joy. He assured his loving šisya that the 
latter would realize the unigue divinity ‘of all be; 8 5) enu 
Vivēkānanda, thus transformed eings; and Svami 


to assert that the only God 


13. Mystics and Mysticism, p. 57. 
14, Second Tiruvantati, 1, 
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my God the poor of all races". Has not the Buddha said, “All 


those sins of the world, let them fall on me; let the world be 


saved?" Has not Rāmānuja welcomed hell for himself if the 


world could be saved through him? Is this not the charecteristic 
feature of all the saints of Tiruttontattokai as described by Cékkilar: 


*Kūtum anpinil kumpitalé anri 
Vitum véntà viralin vilaukinar?" 


The Western mystics also saw in every living being the 
expression of God and the whole world as a family even as the 
Hindus did, speaking of the family as "Vāsudaiva kutumbakam’. 


Blake’s poem ‘Tiger tiger’ is known to every child reading 
English and there he sees the creator even in the cruel animal of 
the forest. St. Francis of Assisi saw God in the leper and kissed 
him.. He spoke of the brother the Sun, the sister the Moon, the 
mother the Earth, and he moved in the world, practising ths pre- 
sence of God, holding even the wolf as his blood brother. The 
Tamilians proclaimed from early times, “Yatum ūrē, yavarum 
kélir’? — ‘All places are our abodes and all men are our relations'.. 


V 


NATURE AS THE FORM OF THE LORD: 


The Tēvāram, both of Campantar and Arürar, abounds in the 
description of Nature, its cities, rivers and mountains these saints 
visited. Very often a large part of these verses is found to be 
such description and this has surprised many readers. The places 
they visited are equally holy and divine as the temples. There- 
fore, the-description of Nature is one way of describing the Lord. 


Appar's statements throw a flood of light on this problem 
*«Tānalātu ulakamillai, cakamalātu atimaiyillai 15 - "There is no world 
apart from Him; apart from this world He has no service. In 
another place he sings, *Cakamalātu atimatyillat; tānalāl tunaiyu- 
milla?! — ‘Apart from this world He has no service; He has no 
companion except Himself’. His third statement is much more 
important and significant: “Umaiyalatu uruvam illai; ulakalatu 
utaiyatu illai!" — ‘He has no form but that of Uma; He has no 


15. 4: 40: 1. 
16. 4: 40: 8. 
17. 4: 40: 9. 

T. 145 
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garment apart from this world'. The One without a second who 
remains formless to start with becomes two, assuming in addition 
the form of the Mother Goddess who is none else than His own 
Grace or ‘Citgakti?. The world which is also called His Sakti — 
His Parigraha Šakti — is evolved as the scene of divine service 
and this world is nothing but Him. This world is the beautiful 
garment of God. In another verse of his, the beautiful rising 
full moon as representing the object of the sense — of sight, the 
spotless music of the harp as representing the object of a sensa- 
tion of hearing, the zephyr casting the fragrance of flowers which 
forms the object of the sensation of smell, the bulging out fruits 
ripening in Summer representing the object of the sensation of 
touch and the cool and refreshing water of the lotus pond 
wherein hum the bees as representing the object of the sensation 
of touch — these are the only comparisons which Appar could 
think of for describing divine bliss. Thus it is clear, the world is 
divine — the veritable Mother Goddess in the eyes of these poets. 
Thus God Himself in this form becomes the means of attaining 


Him as goal at the end, as the Vaisnavites say He is both the 
*upaya! and the ‘upéya’. 


The Astamūrtas or the eight forms of Siva have been often 
mentioned by drūrar. In one place he calls the Lord 'Aitan'!% 
"These eight are arranged in their order of progressive evolution, 
(1) the.five elements: ether, air, fire, water and earth; (2) theSun 
and the Moon (probably as representing time) and the sacrificer 
or the soul. The Lord becomes everything. He has become the 
flesh or the body, the life or the soul and the organic relationship 
of the body and soul. He has thus become the whole world: the 
Heavens above, the Earth below, with the Oceans and the moun- 


: 19 «€ 3 ; 5 
tains. He is the unique one in all the four directions. .‘He is 
myself’. He is the air, 


the fire, the sea, the crest of the moun- 


tain’’.2° He is the knowled " 
LE. edge, standin as the .9? 91 
He is the world and the Heavens, g five elements”. 


: the day or the central axis of 

Oe ee jās SIERS clad mountain, the sea, the water, the fire, the 

long travelling wind, the wide expanse of space and inc shed? or 
1 EU st DS B 

the reflection — ‘nilal’: There is another reading ‘nilan? meaning 


18. 7: 80: 8. 
19. 7: 1: 7. 

20. 7: 38: 4. 
21. 7: 27: 8. 
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earth.” (This probably suggests that all these evolved forms are 
the shadow or reflection of His reality). He appears all pervasive 
in the mind of those who contemplate on Him appearing there as 
the wind, the fire, the Sun and the Moon. He has become the 
flesh, the refuge of the soul, the wide space, the sky where the 
clouds shower the rains, the intellect and the fate and the followers, 
therefore, think of Him variously.% He is the encircling light, 
the water, the earth, the fire, the air, the ether, the sun, the seven 
tunes of the Tamils and the sound of the seven strings of the harp 
and the ruler of the seven worlds.5 He is the Lord, the sound 
evolved from ‘ndda’, the flame of knowledge as the life of this body 
and crops. He lives in the heart of His followers. He is the 
word and the meaning, the moon in the sky, the pure flame, the 
wind, the fire and the earth, the great dancer of the forest.? He 
becomes the lightning and there He stands as fire. *You have 
entered the body and become its life and you have become the 
three lights”.29 


He rains, becoming the large clouds; He is the meaning of all 
arts; He sympathizes and commingles with the soul which per- 
ceives; He stands as the day and the night; Heis the ear that listens 
discerningly. He is the taste and the tongue that tastes; He is 
the eye that sees and the roaring sea and the mountain." We 
have explained this as giving expression to the unity of divine 
experience and everything realized as the loving Lord.*! The same 
idea is expressed in another verse: "I assert you are the creation, 


destruction and sustenance. I assert you are the word and its 


meaning which people speak. I assert you are the tongue, the ear 
and the eye”.32 The commingling is referred to as ‘utanatal’:38 


<«Eikēnum iruntun atiyen unai ninaintāl 
Anké vantennotum utanaki ninīaruļi 


22. 7: 2: 10 
23. 7: 30: 2 
24. 7: 82: 1 
25. 7: 83: 6 
26. 7: 84: 9 
27. 7: 84: 3 
28. 7: 86: 6 
29. 7: 88: 3 
30: 7: 59: 3 
31. Vol. I. 

32. 7:4: 7 

33. 7: 23: 2 
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Inké enviņaiyai aruttit tennaiyalum 
Kankā nayakané kalippalat méyane”’.* 


He is the eye of those who want to see Him. “You are the 
creation and you are its withdrawal"39 “You have created all 
the worlds”.37 “He is possessed of all the worlds". 


VI 


THE DRAMA OF SOUL MAKING: 


All this Drama of creation is in the interest of deifying the 
suffering soul by making it go through the several grades of 
experience: 

“Gonna ittolikal enna karanam torra ennil 
Munnavan viļaiyāttenru molitalum amuyirkku 
Manniya puttimutti valankaoum aruļānmunnē 
Tunniya malankal ellam tutaippatum collalāmē””.39 


The process of sublimation or transmutation is often referred 
to by Ararar: “The māyam is shown and then the birth, and then 
the mind which does not forget Him. Next is shown the body 
(which taking advantage of all this helps us to reach the Lord)”. 
“He has become our head, eyes; ears, nose, mouth and body and 
thus He has removed the cruel karma”.*? “To be relieved of the 
fetters of karma, He removes the expanse of the terrific ocean of 
birth. Out of the power of His touch or meeting, He yokes us 
to His service. The wealth of tapas is thus amassed. He becomes 
easy of reach to be contemplated upon by His followers. He opens 
the gate of Sivalēka of His feet. So He is within the mind of 
those worshipping Him”. Another verse explains this further: 
“He destroys the delusion of a mind; He resides within the mind 
as the intelligence. He creates the magic of the body. He des- 
troys(?) becoming the wind and the fire; for offering rest, He 
pings on diseases. He destroys cruel karma in the twinkling 


34. 7: 23: 2. 
35. 7: 45: 7. 
36. 7: 56: 4. 
37. 7: 23: 8. 
38. 7: 98: 3. 
39. CGivaitānacittiyār-Cutakkam, Cüt., 1: 36. 
40. 7: 95: 7. 
41. 7: 62: 9. 
42. 7: 67: 7. 
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of an eye’’.48 “The bondage and freedom are of your making”. 
“Many of your followers and others, you lead astray”. “He has 
the one idea of protecting the world as its very apple of the 
eye’’.46 “Fle is the treasure of all living beings and their light’’.‘? 
“He is the light of all living beings of the world’’.48 **He oozes and 
sprouts as the nectar specially belonging to all the living beings’’.49 
“He has entered the mind and has not known going out”. “He 
is the life inside our body and outside there, the world in the fleshy 
parts. He becomes the very breath, but stands all through. the 
universe in the form of ‘Om’ ”.5! In another place, the poet ex- 
presses the truth almost echoing the Upanisad. “He who cannot 
be thought of even by our mind, the Lord of Heavens, the Great 
who loves the ‘pañchagavya, He becomes an atom and assumes 
the form of fire-spark and enters, compressed into this body spread- 
ing Himself all over. He is my wealth’’.* “He is all pervasive 
as the fragrance in the flower’’.53 “He becomes the life and 
significance of everything without whom everything becomes bitter 
and a lifeless painting and a drawing board: “You are the life 
unto the paintings and the basis or the leaf on which the painting 

is drawn (the painting is the world as the creative art). You 

appear as its exact facsimile (This is according to the reading, 

* [naiyé ottiyāl”; according to the other reading ""Unaiyē ottiyal” — 

‘You are like unto yourself”). To the suffering soul He is like 

the cloud, bringing life and happiness to the famishing crops’’.™ 
He gives us a much more intimate relationship, the relation of the 
lover and the loved. Because of the immensity of this creation, 
he speaks in terms of the male elephant and the female elephant.5 
«He comes, the unique Lord, commingling in our speech as the 
roaring ocean and the mountain, from the depth of the one to 


43. 7: 56: 8. 
44. 7: 88: 4. 
45, 7: 29: 9. 
46. 7: 52: 6. 
47. 7: 83: 7. 
48. 7: 59: 7. 
49. 7: 63: 4. 
50. 7: 21: 1. 
51. 7: 67: 1. 
52. 7: 97: 3. 
53. 7: 68: 3. 
54. 7: 4: 4. 

55, 7: 4: 9. 
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the height of the other, and as time, every part of it from morning 
to evening’’.5¢ 


VII 


NATURE— TERRIFIC AND AUSPICIOUS: 


Ārūrar refers to the Visvarūpa as well In that form the 
dome of the universe is the crown of His head— Ana kapalam 
cenni? 51 “The pūrānic forms sometimes represent this terrific 
form. Therefore, the exclamation, ‘We are are afraid of serving 
you, who go beyond this universe and stay there away from the 
Beyond". But all that is the speech of the loving damsel en- 
joying it all, as the Beauty of her Beloved. 


Nature has two sides, the terrific and the auspicious, which 
according to Bhandarkar, develops into the worship of Siva and 
Visnu. He hastens to add that gradually also He has become 
auspicious, Rudra being Himself Siva. The word Siva is impor- 
tant, meaning as it does, the auspicious. The terrific aspect of 

- the Lord becomes the lovely form of the Absolute. It becomes 
the form of universal love. From the very beginning, Rudra is 
the Lord of the sinners and the down-fallen. He lovingly carries 
all that is discarded by the world, as ugly useless, terrific and 
fierce, the bones, the serpent, the wild flowers, the fire, the tiger, 
and the elephant and the ghosts. Who else will love them if not 


He, the lover and the Lord? To the mystics, these become the 
ornaments and the companion of the Lord: 


“Enakkom pummila vàmaiyum püntanko rérumézik 
Kanakkat tirrontar kantana colliyun ne 
Mānaittē lonrat yututtup pulittol piyarkumittu 
Yānaittēl porbpa tarintómzl nàmivark katpatóme? 5% 


«He adorns Himself with the teeth of the boar and tortoise, rides 
on the bull in the forest, with the skin of the deer tiger aedi the 
elephant and his bhaktas seeing these Speak as b: like intoxi- 
cated with divine love" E < 
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| VIII 
j TRANSCENDENCE: 


The Lord is thus inside the world becoming the world itself 
but He is beyond it all. The story of Visnu and Brahma not 
knowing the beginning or the end of the pillar of fire appearing 
before them emphasizes this great truth. 


Ārūrar is not a mere Nature mystic. He intuits Godin Nāture 
and as transcending Nature. The Lord is not only in the Uni- 
verse;® He is the nectar dancing in joy beyond the Universe of 
all Universes.?! He is also beyond the Universe transcending it.® 
The Universe is but matter and He spiritualizes it. He is the One 
great Light of all eight points of the compass.® He has vivified 
the body; He has entered the flesh and become the life, -Thus 
He is the kith and kin of all.55 ; ; 


IX 
NATURE AND WORSHIP: 


We have referred to the ‘Astamarta’ of our God which our 
poet mentions often. The conception of this Astamūrtais accord- 
ing to Tamil epic Manimékalai, the quintessence of Saivism;*** 
therefore, this becomes important in our study of Ardrar’s Saivism. 
Nature is the form of the Lord to be worshipped: ‘“Tanalatu ulaka- 
millai””$? is indeed true. The kingdom of God is not only inside 
Our soul but also there before us in the form of this world wherein 

we play on the lap of Mother Uma. The Lord teaches us as this 
great Mother: ‘‘Karpanai karpitta katavul." 68 Thanks to His Grace, 
| we begin to contemplate and imagine His form as best as we can 
and though all these symbols and images are as nothing compared 
j to Him, He at once enters and expands in the mind thus contem- 
plating on Him — “‘Pavippar manam pāvikkoņļān ".5* 


60. 7: 10: 10. 

61. 7:12: 2, 

62. 7: 2: 2. 

63. 7: 72: 10. 

64. 7: 88: 3 

es 7 is 7:9: 3; 7: 16:7; 7: 27: 8: 7:28: 6; 7: 30: 2; T: 30: 8; 
7: 40: 4; 7 47: 8; 7: 59: 2; 7: 62: 6; 7: 68: 3; 7: 80: 8; 7: 83: 5; 7: 86: 6; 
7: 96: 8. Ei 
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Nature is looked upon as the very form of Godhead wor- 
shipped by our poet. Ciparppatam mountain is to Ārūrar the very 
Lord and our poet describes the mountain in his hymn? therefore 
without speaking of the Lord. Our poet is speaking also of 
Vellatai™ in similar terms. The description of the mountain scenes 
of Ciparppatam assumes therefore a great significance. 


Sāņdilya Sutra compares the creation proceeding from God 
with the creation of poetry or any work of art proceeding from 
the imagination of the poet or artist. This gives us a better 
understanding of the poetry of our saint. We have a picture of 
idealized or deified love, the very essence of Godhead. This world 
is a world of love, the happy family of all beings, the very heaven 
on earth and this reminds us of the social aspect of Arürar's reli- 
gion where the soul is another form of God. A verse in Saiva- 
samayaneri explains why we would love our neighbours as our- 
selves: "Every living being is the form of the Lord. Realizing 
this, love all living beings. The love of men or followers of the 
Lord, is more important than the love of the Lord. This is what 
is called the cult of Afiyars or Bhaktas. The heart of Ārūrar beats 
in unison with the hearts of the suffering humanity. This is the 
motive force of the various hymns addressed to the world at large. 
We have noticed that the pure soul of his, oftentimes so identifies 


with the sinners and the deluded, that he feels their faults are his, 
and cries to the Lord in repentance for all. 


To our poet, Nature is the beautiful form of the Lord. This 
has been explained in detail in our study of the mystic value of 
the hymns. We saw Appar asserting that God has no form other 
than that of the Mother Goddess Uma, which we know is the 
embodiment of Aru! or Grace and that God has no garment other 


than this world which therefore is the form of the Mother or 
Grace.” Ārūrar continuing this tradit : 


: RAS AES ion speaks of God adorning 
Himself with ‘Aru? of „no misery — “Allalil arulē punaivān”.*3 
(There is another reading ‘purivan? instead of “pun aivāw). He 
is the very form of this universe — E cise Ld a 
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the female and all forms.”5 He is himself the father and mother 
of all the living beings and He is their chief.78 He has become 
Himself all the forms.” He is the male, the female and the neuter, 
but His form is not born. Sometimes, as we have often pointed 
out, our poet sees the Lord as the pure form reflected in nature. 
At other times, nature appears to our poet as worshipping the 
Lord very much like himself. We know of his vision of the world 
as a Gurukula. He sees the same picture in nature where the 
rivers, mountains, trees, animals, elephants, monkeys and bees cir- 
cumambulate, worship and sing the glories of the Lord and where 
the parrots recite the Védas. Even inanimate works of men like 
ships worship Him. In all these places, one feels, that he is identi- 
fying himself with these comrades in worship, of whom he seems 

to be proud. The children, the crabs and the bees all round, all 

remind him of the glory of the Lord as much as the majestic sea 

and the terrific flood. Art also becomes a part of nature and he 

sees the beauty of the Lord in the gépurams adorning themselves 

with the crescent moon attaining, as it were, Sarupya. Music, 

dance and poetry are all forms of the Lord who is Himself 

an artist. 


x : 


UNIVERSALISM: 


The universal love of our poet may be better understood by 
our realizing the wide scope of his poetic interest which sees 
Beauty everywhere. A list of the flora and fauna of his poetry 
will help ushere. The various kinds of bamboos, the sugar-cane, 
the various kinds of paddy and grains, the cocoanut, the arecanut, 
the palmyra and the varieties of the plantains are often food men- 
tioned along with the aloe, the sandal, the mango, the venkat the 
konku, the punnai, the fialal, various kinds of the jack tree, the 
mara, the vanni, the kalli, the marutam, the atti aio Une takaram. 
Elam (cardamom), ilavankam (clove), takkolam, imei (ginger), 
milaku and kari (pepper varieties) are his favourites as much as 
the kantal muntal and the muñci grass. Some of these are food 
like paddy, others are famous for their fragrance, still others for 


Js 7/3 BE Sb 
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the shade, many more for their fruits, a few others for their 


flowers and a fewer still for their spices. 


The heaven of poets is the heaven of flowers and our poet 
refers to the blooming konku, vēnkai; pummai, kurā, makil (vaku- 
lam), kullai, kuruntam, konrai cerunti, mallikai, mullai, maval, 
mātavi, kurukkatti, cenpakam and the varieties of the sword 
flower, tālai kaitai and kētakat, sometimes losing himself in the 
contemplation of the beauty of the metamorphoses of their bud 
into fower and fruit. 


The beautiful water flowers of all varieties whose distinctions. 
the later generations have forgotten occupy in our poet the unique 
position of beauty — karunkuvalai, cenkuvalai, kalunīr ceņkalunīr, 
kāvi, neytal, nilam, centāmarai, puņtarīkam, kamalam, aravintam, 
pankayam, muntakam, alli (ampal, pānal). 


The floods of the Kaviri, Manni, Kollitam Pālātu Cirrāru, 
Muttàru and Nīvā rush down to carry spices, fruits, fragrant wood, 


yak tail, and elephant tusk, precious stones, pearls, coral and gold 
with bees, conches and fish to enrich the country. 


The favourite birds of our poet are not only the koel the 
peacock, the dove, the parrot, but also the owl, the crow, the wild 
cock and generally all the birds, the kuruvi. The water birds have 
the beauty of their own and our poet refers to kuruku. venkuruku, 


nārai, antam and anril (is it a water bird?) which abound in the 
fertile lands enriched by the floods. 


Amongst the insects the bee is the highly popular one with 
our poets, more attractive to them than the birds. The six-legged 
(arupatam) which is the characteristic feature of all insects, is 
RM for T bees 4 the poets and people of this country. The 
oving eye of the poet distinguishe i 
tēnvaņtu fimiru, curumpu, a je M uy EUM 


Kits ROMA ana and betar vantu and loses his heart in 
their huu: and dance round the necta 


: r of fl A S 
the tiny fly does not escape the keen and (ving ee ss 
olga Imo = Our poet mentions a variety of them 
a utcubhalat, kurañku, — kulaikkuruaky kat: (labs d 
enjoys their life of love and looks upon their ae a 
the dark buffalo, the crow, and the bull a ii Said dance p 
elephants the must elephant, and the Map. i oving couple 9 
kalat, pulliman, marai, the boar ieties of deer — pulvay, 


~ °ccupy the happy land of our 


https://archive.org/details/muthulakshmiacademy 


Vāka à 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


NATURE MYSTICISM 1165 


poet. He mentions the āļi, perhaps in the sense of a lion; for, 
otherwise it is a fabulous animal. The floods carry tone not 


the yak, its tail. The fox intensifies the desolation of the gravc- 
yard. 


The fish, moving, jumping and darting in the rushing flood 
and in the sleeping E are glimpses of divine beauty to the 
poet; vāļai, cenkayal are his favourites with the varal (the vari 
varāl) cél, kentai and malanku (serpent fish) occupying the next 
place in his heart. The ‘curd’ or the shark is also mentioned; so 
is makaram. It is not clear whether it means the crocodile or the 
shark itself or the fabulous makaram so beautifully conceived and 
chiselled out by the sculptors of the time of Ārūrar. The crabs, 
their movement, their appearance and their variety, nantu, pulli 
nalli and alavan have all attracted his attention along with the 
sacred conches ippi, canku, mukaram, valamģuri, calaūcalam, 
pearls, taralam, muttam, nittilam, and coral-reefs described as coral 
creepers (favalakkoti) are all carried in the floods, with gold and 
gems together with peacock feathers and yak tails and elephant 
tusks. : 


i 
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CHAPTER II 


THE PHILOSOPHY OF THE DRAMA OF CREATION 
I 


THEORIES ON TIME. 


The world is space-time-cause. Tolkappiyam speaks of the 
world as the basis for all acts, being characterized by space and 
time.! Space makes possible co-existence; and time introduces 
sequence wherein our feeling of uniformity of nature takes this. 
sequence for consequence or cause and effect. The whole drama 
thus starts. The great magician, or Lord, God, wonderfully 
becomes all these and the actor and the background. He is not 
these but He has become all of them. He is the ‘adhistana’ or the 
basis and the words ‘aki’? and *ày'? bring out this truth. Amongst 
the many things the Lord becomes, we have found mentioned the 

J Sun and the Moon. These, as universal clocks, measure time — 
2 time cannot be measured otherwise because it cannot be spread 
out as space. Therefore, resort is made to signs or marks in space 
like the moving Sun, like the hands of the clock (This is what 
the old Tamil commentators term scārttiyaļatta”). He is also the 
alternating day and night, the darkness and the light, the smaller 
units Of time. measuring time as well as the lives of the living 


beings, cooking, to use the phrase of the Upanisad, everything and 
making possible the history of the universe. 


* Maitriyupanisad" speaks of the two forms of the Brahman, 
VR the ume and the timeless; that which begins with the Sun, and 
: F that probus P L ior to the Sun; that which has parts and that 
AE ri “pe st It is the timeless that has become the time. 
xU EN SIR ST ue Lord as standing as the time and the Sun 
sā AL. is the time and its measurer or better 


neg the "aksayakāla of the Gita’ and the 
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fleeting time represented by the Sun with whom begins time of 
parts. 


Varied are the theories about time. Physical time of the 
mathematicians is relative and differs according to the velocity 
of the particular system of reference in the space time continuum. 
The psychological time, which is also that of the grammarian, 
speaks of the past, the present and the future. To some, the past 
is real and to others the future alone is real, while to the third 
the present alone exists. Psychological time as duration is rela- 
tive to our mental condition appearing long in retrospect if it had 
been pleasant, short in retrospect if it had been unpleasant. As 
for the philosophers’ conception of time they never agree. Kant 
and others speak of time as the pure form of our sensuous 
intuition. To Bergson, time is not the spatialized time we talk of, 
but the /a-duree, a ceaseless flow — the integral unity, the only 
real, the Becoming of all things. To Alexander, time is the 
mind of space and space is the body of time and the Deity has 
to emerge out of the womb of these. To Bradley, it is an 
appearance, though it must somehow belong to the Absolute. He 
points out the perpetual puzzle of time: “If you take time as a 
relation between units without duration, then the whole time 
has no duration, and is not time at all. But, if you give duration 
to the whole time, then at once the units themselves are found 
to possess it; and they thus cease to be units. Time in fact is 
‘before? and ‘after’ in one; and without this diversity it is not 
time. But these differences cannot be asserted of the unity; and 
on the other hand and failing that, time is helplessly dissolved." 
This reminds us of the Theory of Indetermination in the Modern 


Physics of the Atom. 


To the Buddhists, time is a form contributed by the mind 
and not a constituent of the world. To the Nyaya- Vaisesika 
schools, it is real being, one of the dravyas. If it is this insoluble 
puzzle which makes Alice observe, “I think you might do some- 
thing better with the Time than waste it asking riddles with no 


answers". 


s the Māyā of the Lord. To them Maya 


tics, it i 
To the mystics and play of the 


is not illusion but the inexpressible art 


7. Appearance and Reality, p. 39. 
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‘Citśakti, all intended to save the soul, to attract and educate it 
so as to become one with the Lord. In view of this perpetual 
puzzle of time, it is looked upon sometimes as the great magician, 
or the Brahman, to be contemplated upon for achieving salvation 
and freedom from Time and therefore the Maitri Upanisad assures 
us “Yah kalam Brahma iti upasīta, kalah tasya atidūram 
apasarati” — ‘From him who worships time as Brahman time runs 
away too far’. 


There is a school of thought amongst Indian Philosophers; 
they are the "Kālavādins* who took upon the Absolute as time and 
this school is found explained in the Tamil Anthology Peruntirattu 
under Kālavādam. This is criticized in the Svētāšvatara Upanisad 
itself. Therefore Upanisad Vidya of contemplating on Time asa 
symbol of Brahman is different from this Kālavāda. 


II 


THE AGAMIC THEORY: 


Ārūrar in addition to the reference to the Vēdas which must 
include in the context, the Upanisads, speaks also of Āgamas 
referring to God as He who blesses the followers of Āgamic con- 
duct. ‘‘Ammané ākamacilark karul nalkum tammānē”.8 There- 
fore, the Āgamic theory of time may be referred to here. There 
are two schools of Agamic thought: one,’ which looks upon this 


universe as being evolved as the play of His "Citšaktī” and which 
therefore ultimately believes in monism; the other which looks 
upon the universe as being evolved out of Maya which is con- 


sidered a Separate category as real as God Himself. But, both of 

"them agree in the main about the various stages of this evolution. 
God thinks of evolution and there develops a stress within the 
matrix or Maya which begins thereby to vibrate. Evolution thus 
starts; knowledge, will or desire and activity m and there come 
the first five stages, according to the 


: different proportions of these 
Saktis. These five are beyond time and therefore called eternal.® 


These are the Suddha or Pure tattvas. The 24 tattvas of the 
Sey as are the impure tattvas forming the end of this evolu- 
Hou Mw clwcenrthiese two, the pure and the impure, occur the 
seven tattvas, called Suddhatuddha (Pure-impure) dn These 


8. 7: 96: 6. 
9. Sivajītāna Cittiyar, Sūt. 1: 66, 


p 
https://archive.org/details/muthulakshmiacademy 


EN 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


THE DRAMA OF CREATION 1167 


seven and the other 24 are not called eternal for they are all 
in time. Of these seven, the first to be evolved is Time itself. 
Next comes ‘Miyati’ or order to determine activity; it introduces 
the uniformity of Nature, the causal law. Kala, which is next 
evolved, removes the darkness of Anava in which the soul is 
enshrouded revealing thereby the latter’s power of activity. 
Vidyātattva, evolved next, reveals the soul’s power of knowledge. 
Rāgatattva, which follows, kindles in the souls a desire for enjoy- 
ment, according to their respective karma. When this scheme is 
thus prepared the soul is generally ready for its entrance into 
specific bodies to start on its individual history when the 24 
asuddha tattvas are evolved for building up its body. Ādrūrar 
speaks of 96 elements, which are the finished products which make 
up this body.'? The 96 elements or tattvas are: Anma tattvam — 
24; Nadi — 10; Avastā — 5; Malam — 3; Guņam — 3; Mandalam — 
3; Pini — 3; Vikāram — 8; Ādhāram — 6; Dhatu — 7; Marapu — 
10; Kēcam 5; Vāyil — 9. 


III 


ARURAR ON TIME: 


Therefore, when the world is mentioned by our poet who may 
be taken to have known this Agamic scheme, we may take it as 
referring to the frame work of this space, time and causality all 
referring to the wonderful play of magician, the Lord. Our poet 
often speaks of ‘Mayam’, when referring to the Universe and its 
life; the life is ‘māyam 31 *Māyam” is not mere illusion though our 
poet uses itin that sense as well, but more often it probably refers 
to the magic of the Lord, the creative genius working wonders. 
'Therefore, in other places, our poet addresses the Lord as 
*Arputam 3, Mayan has been used for describing Visnu. Even 
as Kysna is spoken of as the ‘Cheat’, Siva also is addressed by our 
poet as ‘Patiran’ — the Cheat.!? It is the wonder where condici 
tions are resolved; that is the wonder of wonders. Even Sankara 
he universe as real as against the Buddhists but accord- 


accepts t 
al being transcended rather than 


ing to him it is relatively re 
aa by the Absolute. Sankara even speaks of the Lord 


10. 7: 8: 3. 
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appearing as though a man for blessing the world: ‘‘Déhavan iva 
jata iva sa Lokanugraham kurvan laksyatē” in explaining the 
conception of incarnation in his commentary on the Gita. 


Our poet refers to the Lord being the Time, both as Before 
and After-relation and as Past, Present and Future. He is Tomor- 
row, Today and Yesterday, the day and night, the daylight and 
darkness. "The Lord is not within Time. Therefore, there is no 
Before or After, no beginning or no end,” or to say the same 
thing, “He is the Before and the After". He has become the 
Beginning and the End.” These terms ‘Mun, Pin’ may refer to 
space and time. He is one whole infinite — Ananta. It is im- 
possible to know His beginning.”” He transcends all causes. He 
is the beginning, the womb of all. He is the beginning of every- 
thing," but His beginning is not known. He never dies or He is 
never born, and He never grows old?? unlike others placed on this 
sharp edge of the sword of fire called Day, cutting and cooking 
them all. The Lordis beyond Time and that is the significance of 
the purāņic story of the Lord as Kalakala destroying Kala or 
Death for the sake of Markkanda. Our poet suggests that the Lord 
will do the same for all his followers.24 The conception of Kāla- 
kala, according to the. Svētāšvatara Upanisad reveals the delusion 
of those men who think of Time as the cause of creation. This 

Upanisad explains the theory that the entire world is eternally 


enveloped by Siva who is Kēlakāla and who is of the nature of 
consciousness.25 


The Maitri Upanisad refers to an ancient old verse: 


“Tis Time that cooks created things 


All things, indeed, in the Great Soul (mahatman) 


13. 7: 19: 9. 
14. 7: 40: 3, 
15. 7: 2: 10. 
16. 7; 59: 10; 7: 59: 3. 
17. 7: 44: 7 
18. 7: 77: 6. 
19, 7: 92: 4. 
20. 7: 57: 3. 
21. 7: 12: 8. 
22. 7: 64: 3. 
23. 7: 18: 1. 
24. 7: 55: 1. 
25. vi. 1, 2. 
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In what, however, Time is cookēd — 
Who knows that, he the Vēda knows.”26 


Time itself is cooked and swallowed away. The Kathopanisad 
speaks of the creation becoming the food of the Brahman where 
Kala is the ‘upasécana’. The Lord for saving the soul appears 
within the frame of space and time and He is realized by 
the soul in and through time through all forms of God in which 
He is incarnating Himself as Beauty in Nature and Art and as 
Guru in Man, He being always inside the sacred temple of the 


. hearts of the souls even as He is inside all Nature. The whole 


evolution is sometimes explained as the significance of the story 
of Dasāvatāra and Māņikkavācakar speaks of the soul taking the 
forms of various living beings described by our modern evolu- 
tionists.*” But Ārūrar in speaking of the Astamūrta is really 
speaking of every soul being the Temple of God, Brahmapuri 
and not of any particular history. 


IV 
PURPOSE OF CREATION: 


The purpose of this divine play of creation where the formless 
assumes form is as already stated the salvation of the soul. We 
have referred to this, from the point of the Lord entering the soul 
to save it.28 We can now refer to the creation in its march, through 
time, to the timeless salvation. Out of pity for the souls tossed 
about in the ocean of karma, the Lord has blessed them with salva- 
tion and increase?? (which remind us of the ‘sréyas and préyas’ 
of the Upanisads). The soul has to go through the various ex- 
periences of the world to be purified for ultimately hankering 
after the Lord. As already pointed out, “‘the Lord exhibits His 
magic, making us realize our birth when He inspires us to ex- 
perience the mind which never forgets Him, for all of which He 
gives us this body, so that those who contemplate on Him with 
their mind, as the One ever remaining in their eye, may see Him 
He has entered this world as one inside this earth”. Beautiful 
nature, wherein the furānte Lord of mystic glory presides enabling 
the soul to attain salvation is described in a verse by our poet 


26. R. E. Hume, op. cit., f. 434. 
27. Tiruvācakam: Civapurāņam—ll, 26-31. 


28. 7: 21:3. * f ae 
282. Promotion — ‘Vifupéru and akkam’ — 7: 38: 7. 
29. 7: 95: 7. 

T. 147 
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wherein he rolls together the beautiful nature, the purāņic persona- 


lity of the Lord and the historic march towards salvation. “It is 


the beautiful spot where the koel sings in the midst of creepers; 
it is the beautiful spot where the peacocks dance; it is the 
beautiful spot of the Lord who had swallowed the poison; it is the 
beautiful spot where the karmas cease; it is the beautiful spot 
where the wealth of mēksa is gained; it is the beautiful spot of 
the damsel of Grace".3? Our poet describes the way of the Lord 
in another verse: “He blesses us with gold and reality. He makes 


‘us enjoy the happiness of .the world and the bliss of salvation 


(tiru). Then he pardons the excesses. He makes us submit to Him 
so that all the sins may fly away: Ah! He is one who cannot be 
known categorically. But He is our Father”.$! The poet there- 


fore asserts, “He is concentrating Himself determined to give 
salvation" —*' Muttikku onrinān” 32 


Our poet speaks of the Lord as *'ÜI' or the aeons, the Lord 
becoming the aeons.* The significance of this conception of aeons 
is very well brought out in the following passage: 


“It is remarkable that in an age when the rest of the world 
had made little history, the seers of India could imagine long 
stretches of time, extending over millions of years. The theory 
of the four ages (catur-yuga) does not mean that the time- 
process is cyclical, but rather that it is like a spiral. Nor does it 
mean that the four yugas should necessarily succeed one another. 
All the ages are all the time there. 
world implies that Kali, Dvāpara, and the Tréta should to a greater 
and greater extent, get sublimated in Krta-yuga. Krta in the 


terminology of the game of dice is the highest throw which in- 
cludes all the others, Krla- yuga, 


means the whole age, of which ic aci MIR D aa 
distortions. It is towards this age that the entire E ation is 
moving. It is the age of Truth, Peace, and Har cre I think 
that the world is moving towards "S ap. A m a 
of violence has been tried for ages and ed b EE um wee 
Thus wrote Mahatma Gandhi decla; een found wanting 


And, the progress of the 


ing his faith in cosmic progress. 
30. 7: 10: 3 
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He had also the vision to see that India has a major contri- 
bution to make towards world-welfare, and led her through the 
gates of freedom by the novel strategy of peace and love. “I do 
believe”, he said, **that if India has patience enough to go through 
the fire of suffering, and to resist any unlawful encroachment 
upon its own civilization which, imperfect though it undoubtedly 
is, has hitherto stood the ravages of time, she can make a lasting 
contribution to the peace and solid progress of the world”. Now 
that India has, under the guidance of the Mahatma, passed through 
the fire of suffering, the stage is set for her to march along the 
road to world-perfection. She has a primary part to play in the 
great cosmic drama of Time whose sole purpose is to unveil the 
face of Eternity, to usher in the satyayuga.?* 


The truth of this statement about this cosmic drama of the 
alchemy of soul-making is well brought out by the following line 
of Ārūrar: “This is the beautiful spot where He is contemplated 
with a firm resolve for many aeons for achieving salvation’’.36 


It is significant that the poet speaks of the Lord becoming 
aeons being at the same time our kith and kin: “Uravum üliyum 
aya Peruman’’.3? These words suggest that all this march of aeons 
is for the benefit of us all so that we may become one with Him 


and His eternal bliss. 
V 


THE MOMENTARY AND THE ETERNITY — PHILOSOPHY OF HISTORY: 


Our poet speaks at times of his experience of the Lord as 
occurring on one particular day. The experience which occurs is 
eternal though the realization, because of the exigencies of our 
speech, is to be referred within the time order without which no 
worldly speech is possible. That is the Case with all mystics. 
Vaughan is describing his experience of eternity in the following 


lines: 
«I saw Eternity the other night, 
Like a great ring of pure and endless light, 
All calm, as it was bright; 


35. Time and the Timeless by Dr. T. M. P. Mahadevan, ‘Principal Miller 


Lectures’, 1953, pp. 82-84. 
36. 7: 10: 10. 
37. 7: 50; 6.' 
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All round beneath it, Time in hours, days, years,. 


Driven by the spheres 
Like a vast shadow moved; in which the world 


And all her train were hurled.” 


Here he remembers it as an occurrence of the other night even 
as our poet speaks of it as occurring on one particular day.3% 
Therefore, the Nobel Poet Laureate T. S. Eliot speaks thus: 


“To apprehend 
The point of intersection of the timeless 
With time is an occupation for the saint.” 


That moment of intersection is really eternal, though it has 
to be expressed to us in our language as a point of time. Our 
poet speaks of the Lord as the eternity of the music of the harp 
thus helping us to realize the eternity or the Timeless though 
experienced in this world as point of time even as we experience 


the eternal music or art in a moment and lose ourselves in 
eternity.’ 


The significance of this conception of time or the Philosophy 
of history is brought out in the passages given in the note below: 
NOTE: ELE 


Eternal Life: 


E “The rapture of unitive life here is momentary and is only 
| a foretaste of the eternal bliss Beyond. Time is a rapid succession 
$e of gyents, physical and psychical, and is a fleeting flux without 
z any fixity or stability, It is particular, and perishing. as the past 


ig past en ditheeprescut glides away and the future is yet to be. 
Time as an endless series is sel(-contradictory as it implies conti- 
nuity,and discontinuity, The past, the present and the future are 
disparate 4 the past is only retrospected, the present is actual and 
ae ae is anticipated and yet the ae OSAP. anc 
and the present glides into t S 
Endless duration is Su uc MM ES pee ee PE 
Some say that space-time is real and that 3 e y A be c 
* emerge later on. Others divinize time. m € self an eity 
present or tape simul or the willed change E IE. 


past flows into the present 


—— A odl€CCÓ—X 
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and becoming since static existence is as unthinkable as perpetual 
or infinite motion. History as a connected record of events in 
time given in sense-perception is midway between sense-perception 
which deals with particular events and philosophy which deals 
with truth which is true at all times and in all places and to all 
persons. While some think apocalyptically of continuous progress, 
the good time that is coming and the golden age of the advent of 
God's kingdom in the future, others refer to the golden age in the 
past. Still others are pessimistic as they refer to a gradual 
deterioration of life or regress and impending gloom. Still others 
feel that the world is like a dog's curly tail which neither pro- 
gresses nor declines and think of cycles. Still others think that 
the universe contains many possibilities and the present order is 
the one actualized by the creative will of God as His play. But 
the mystic experience is different from all these diagrams and 
dialectic descriptions of the mere speculative philosopher. The 
mystic's intuition of Brahman exceeds the limitations of space- 
time-cause and the map-making intellect and it isimmutable and 
eternal. The farinámic process of prakrti and the contractions of 
karma are transfigured and transcended in the Eternal: But 
prakrti and the Self are not destroyed or devoured by the 
Ablsolue. They.are not sterilized or sublated as, to the mystic 
seer, time is a moving image of eternity or, as the eternal, in and 
beyond the temporal. Brakman is the home of the eternal per- 
fections of truth, goodness and beauty and the mystic ascends 
gloriously by the straight and shining pathway of the gods to the 
Absolute or Brahman beyond. He goes from the temporal to the 
eternal, from darkness to light and' from theimmanent and infinite 
to the transcendental beyond all language and thought and enjoys 
the. integral experience of. Brahman - (paripūrņa Brahmānubhava). 
The attainment of the Absolute is the one aim of all mystics and 
it has its fruition in realizing Brahman in all beings and all beings 
‘in Brahman as the twin experiences of spirituality and service”. 


The Philosophy of History: " 

“The philosophy of history brings out the possibility of uni- 
versal salvation or saroa mukti and thus offers a corrective to 
subjectivism which may arise from immanental mysticism. The 
meaning of history is gradually unfolded as the revelation of the 


40. Mystics and Mysticism, pp. 413-415. 
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eternal in the temporal. History chronicles, events given in sense- 
perception in the order in which they occur. In the scientific 
sense, sequence is explained as consequence and facts are explain- 
ed in terms of cause and effect in a connected way as karma. But 
this view is mechanical as it does not reveal the inner purpose of 
historic events. History needs God as Providence who brings good 
out of evil and there is one increasing purpose running through 
the ages. But progress is often followed by regress and the natural 
order often conflicts with the moral order. Besides, God does not 
depend on man for the furtherance of His purpose. History is 
said to be stained with the blood of martyrs and the tragedies of 
unmerited suffering and there seems to be so much caprice and 
cruelty in the world that they shake one’s faith in Providence) and 
in the triumph of virtue. A higher view of history is that it refers 
to Īsvara as the moral Ruler who metes out justice impartially to 
everyone according to the merits of the karma ot individuals. 
Karma has a twofold meaning, scientific and moral; in the former 
sense, it is the law of causality on the moral level; /svara metes 
out justice impartially to everyone according to his deserts, and 
the jiva alone is responsible for his deeds. In a higher sense, 
God's righteousness is rooted in redemption and karma has its ful- 
filment in krpa or Divine mercy. But it is difficult to decide 
whether Grace is the result of karma or is unconditioned and 
spontaneous. History finally marks the progress of soul-making 
by Divine Love and then the soul reunites with God and is made 
godly, leading to sarvamukti or universal salvability. The philo- 
sophy of history is the revelation of the Eternal in the temporal 
in the interests of the moulding of the mystic. To the mystic, 
becoming rests on the bosom of being in the Ocean Pacific of the 
Al Self or Vāsudēva. As Milton says, Eternity greets our bliss 
with an individual kiss and by contacting God it is eternalized and 
no longer returns to mortality. Thus history starts with the tem- 


poral, then expounds the eternal in the temporal and is fulfilled 
in the vision of the eternal beyond the temporal??,41 
eS Se L 


VI 
THE GOLDEN AGE — PAST OR FUTURE: 


In dealing with this question of ti 
E 2 time we he 
people who emphasize the importance mayerctcr tot 


of the Past. They swear 
41. Mystics and Mysticism, pp. 373-375. i: 
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by the ancient tradition or ‘Sampradaya’. In so far as this school 
insists on the social side of the religious experience, it has a value 
provided it does not forget that salvation or moksa it is beyond 
time from which there can be no return to the order of time. Our 
poet does not break away from the past tradition. He is using the 
old purāņic stories for delivering his message. He refers to the 
Agamas and Védas and the various kinds of worship prevalent in 
his age. But to him they are all the outward forms which become 
significant and important only when inspired with the love for 
God. He has in a sense revolutionized at least some of the stories, 
for instance, that of Bhiksātana. There are others who expect the 
golden age, not in the Past but in the Future. They see a pro- 
gress in the world and in the possibility of perfectability in man. 
If this is not a belief in the day of judgment, our poet also may 
be taken to belong to this school for along with other mystics, he 
believes in the universal salvation of all living beings. It is very 
difficult to say whether he believed that the history is a march of 
progress or decline or a wave wiih its crest and trough alternat- 
ing, though he firmly believes in the ultimate purpose of all this 
universe is the salvation ofallliving beings. All our attempts are 
aimed at achieving happiness. Some think that it can be achieved 
in this very world. Others promise this happiness in a future 
world. Our poet speaks of ‘Vanakam’ or the world of the Devas 
in terms of the tradition of his days. But thatis only a reference 
and not his message. He is also believing in the possibility of 
this world being the seat of divine bliss. Has he not described 
this world as the very form of the Lord? But the ‘Vituperu’ which 
he speaks of is beyond Time and Space though he has necessarily 
to describe it in terms of space and time. 


VII 


OPTIMISM AND PESSIMISM: 


These remarks may suggest that our poet is an optimist. Man 
is after all an incorrigible optimist. But at least in some hymns 
there is a current of pessimism running through. The following 
references bring out the miseries of the world, the ocean of births 
and deaths, the beautiful ford of youth being washed away by the 
flood, the sensitive body unable to bear even the pressure ofa 
grain, the sudden transformation of marriage festivity intoa funeral 
the tyranny of the five high way robbers of our senses, 


mournin ; 
x the vily net spread out by deceitful women, the 


the trap of death, 
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heap of flesh and blood misnamed body, the thatched shed of a 
body built by nerves and bones, the unreliability of this world 
and its people, the declining life tapering into nothing in the end, 
the life of a dew-drop before the hot sun, the life of delusion, 


ignorance and sin which brings nothing but tears when one thinks 
of it. 


NOTE: 


They are quoted in original as their meaning has already been 
‘given. 


** Nalvà _yilceytar natāntār ututtār naraittā rirantār enTunā 
mallattil 
Collayk kalikinzatu' ^ 
** Porivā yilivvain tinaiyu maviyap porutu' ^ 
** Piravik katalnīn tiy& ri 4$ 
*Otupunar karaiyā milamai yuranki viļittā lokkumip piravi’’*® 


**Pulamain tumayan kiyakan kulaiyap poruvé lornaman tamartām 
naltya 


Alaman tumayan kiyayar vatanmun ^? 


“Oru 

Vālūnra varuntum utampitanai makilatu 48 
** Manakko lamatē pinkko lamatām piravi”49 
sVāņār nutalār valaippat tatiyēn””50 
** Aivarkontin kāttāvāti alkulippat taluntuyen??®) 
** Matta yànai yéri mannar cūļa varuvirkal 


Cetta poti lāru millai??®2 


“Torra muntél marana muntu tuyara manai vālkkai 
Marta muntel vaūica muntu”53 x 


42. Vol. III. 
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“Cetiko ļākkai cenru centu lēyntollai vilámum 
Vatikol kaņņār vaūcanaiyut pattu mayankātē””54 

s«Vālvar kantir nammu laivar vaiica manattīrē 
Yava rālu mikalappattin kallalil vīlātē””55 

** Arittu nammē latvar vantin káralaippan poruttāl 
Ciritta palvāy ventalaipo yürppurasi cērāmun'*»6 

**Poyyar kantir vālkkai yalar pottataippan poruttāl 
Maiyal kontir"* 

** KCüca nikkik kurra nikkic cerramana nikki 
Vaca malku kulali nārkaļ vaficamanai vàlkkai 
Acai nīkki””58 

“Inpa muņtēl tunpamuntu ēļaimanai vàlkkai "9? 

“Tantai yārum tavvai yārum ettuņaic cārvākār 
Vantu nammē tuļļaļāvt vānaneri kattum 
Cintaiyīrē neūcinīrē €? 

< [raikaļo ticainta inpam inpatto ticainta vālvu 
Paraikilit tanaiya pūrvai””*1 

““Onmicai_yutirak kuppai yoruporu ļilāta mayam 
Manmarit tanaiya nokka matantaimar matikku minta 
Mānutap piravi”®? 

«c Arupatum pattu metiu mat ino tañcu nànkum 
Turupatit tanaiya nokkic collit To» rākac collar’’® 

*«Colliti lellai yillai cuvaiyilāp pētai valou 
Nallator kūrai pukku nalamika arintē nallén 
Narampinē telumpu katti nacaiyiņē ticaivor rillak 
Kurampaivayk kutiyi runtu’’® 

<< Manamena makilvar munnē makkaltay tantai cu! Tam 
Pinamenac cutuvar pērttē pitaviyat vēņļēt” ss 
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*« Tālvenum tanmai vittut tanattaiyē manattil vaittu 
Vālvatē karutit toņtar marumatkkon rīyakillār 
Alkulip patta potu alakkaņil oruvarkkāvar” *” 
*Utiranir iraiccik kuppai etuttatu malakkuk kaimēl 
Varuvatēr mayak kūrav 8 
* Poyttanmait taya mayap pūrvaiyai meyyen reņņum 
Vittakat taya valow?® 
* Manuta vālkkaiyon rakak karutitir kaņņīr pilkum’?*° 
<<Emman emmanaiyen tenak kettanaic cārvākār 
Imma yappiravi piran tēyiran teyttolinten’?™ 
* Patiyum cur ramum perramakkalum pantai yaralar pentirum 
Nitiyi limmanai vàlum vālkkaiyum ninaippoli "? 
< Puranti raintu narampe luntu naraittu niyurai yatra larnt 
Taram purintu ninaippa tànmai yaritukāņ "3 
*<Pataiye lampaka tara valilum pavoan cūlntara cāļilum 
Katatye lampinatt tēraivāb”"4 
<Tutici yumpiran tufici rantum tuyakka rata mayakkivai””"5 
"Inkalakkum utarpiranta variviliyen "6 
"Poyyē ceytu purampurame tirivēn tannaip pokame" 
* Mariner onkan matanallar valaiyir pattu matimayanki 
Arwe yalintēn aiyanam "8 
“Vélankatu tatankannar valaiyutpattun nezimarantu 
Malankàti marantoļintēn?”9 
«Alukku mei’?8° 


[17 
Manai nēkkiyar kanvalaip pattu varunti yanutra valvinaik 
kañci ^8 ¢ 


67. 7: 8:7 
68. 7: 8: 8. 
69. 7: 8:9. 
70. 7: 15: 8. 
71. 7: 24: 3. 
1 72. 7:35: 2. 
79. 7: 35: 3. 
74. 7: 35: 6 
75. 7: 35: 10 
76. 7: 51: 3. 
TLS: 52325 
78. 7: 52: 4. 
79. 7: 52: 5. 
80. 7: 54: 1 
81. 7: 54: 6 


https://archive.org/details/muthulakshmiacademy 


| 
3 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


THE DRAMA OF CREATION 1179 


“Cetta potinilmun ninru  nammaic cilarkal kūtic ciribpatan 
munnam" 8 

“Polla livouta laipporu ļenru”*%3 

"Kalutai kunkuman tancuman teyttāl — kaippar palpuka mar- 
ratupolap 

Palutu nanulan ruļtatumārip patuculit talaip pattanan’?8* 

“Naraippu mūppotu pimivarum imme nanīiyil vinaiye tuņin- 
teyttēn 

Araitta maūcaļa tāvatai yarintén afīcinēn namanāravar tam- 
mat” 85 

*Punnu waippani  venkatir kaņtāl polum vālkkai — kalintana 
nāļum” 86 

* Muntic ceyvinat yimmaikkan naliya mūrkka nakik kalintana 
kālam”%" 

«Cirucciri tēyirap parkat konrīyēn 98 

“ Alippa raivar puravutai yārka laiva rumpura vācara vàntu 

Kalittuk kārpeytu pēyina pinnaik kataimu raiyunak kēpotai 
yanen 

Vilittuk kantanan meypporul tatmat 8? 

* Karrilen kalai kalpala ūānam 

* Kotukka kirrilēn onporul tannaik kurran cerram ivaimuta- 
lāka 

Vitukka kirrilēn — vétkaiyum cinamum _vēņtil — aimpula 
nenvaca malla 

Natukka murrator müppuvan teyta nama rfamarnara kattital 
“ahi 

Itukka nurravan uyvakat aruļāy””? 

<€ Aiva kaiyarai yarava rāki yatei kontoru kālavar nīnkār””? 

“Flai manuta inpinai nókki yilaija varvalaip pattirun tinnam 


82. 7: 59: 4. 
83. 7: 59: 6. 
84. 7: 60: 1. 
85. 7: 60: 2. 
86. 7: 60: 3. 
87. 7: 60: 4. 
88. 7: 60: 4. 
89. 7: 60: 5. 
90, 7: 60: 6. 
91. 7: 60: 7. 
92. 7: 60: 8. 
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Valai tānpaluk kumnamak kenru vaūca valviņai yulvalaip 
pattuk = 
Külai māntartañ celkatip pakkam poka mumporu ļonrariyāta 
ēlai 93 


“Pinikol akkai pirappirap pentium itanai nīkki % 
*Vatikol kammimai matantaryar tampāl mayala turru vaficanaik 
kitamaki 95 
“Pavamé purintu akaliļan tannil palapakarntala mantuyir 
vālkkaik 
Kava ventulan tayarntuvī ļātē””% 
< Vālvāvatu màyammitu maņņāvatu tinnam 
Palpovatu piravikkatal pacinoy ceyta paritān 
Tālātaram ceymmin”*9" 
s«Pariyē cuman tulalvir parinari kituva tariyīr 
Kurikūviya kurrankolu nālālara muļavē % 
“Ulakké yuntu patatttīt tivait tilapparkalum cilarkal 
Valakkē yenir pilaikkēm enpar matimantiya mantar’’®® 
“Valotiya tatankanntyar valaiyi laluntātē 
JNalotiya namanārtamar naņukā munam 100 
"Potiyēcuman tulalvir poti yavamavatum atiyīr 
Matimāntiya valiyécenru kulivilvatum vinaiyal 101 


These references have been discussed in our studies of these 
hymns.192 


All these, he speaks of with reference to those who become 
slaves of their passions. Sometimes he identifies himself with the 
suffering humanity and attributes all its evils to himself. But he 
points out that once people wake up from this sleep and dream 
they wake up into the bliss of God.103 ‘Where the fool sleeps the 
wise is wide awake and where the fool is wide awake the wise 


93. 
94. 


60: 
64: 
64: 
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falls asleep’: That is the message of the Gita and it is this our 
poet also hints at. 


The fire which is meant for cooking is often used for destruc- 
tive purposes for incendiarism by man. But that is not the fault 
of the fire. "The world is neither good nor evil; it only reflects the 
moods of man using or living through it. As our poet says, it is 
a mixture of bitter margosa and sweet sugar-cane,!5 a mixture of 
pain and pleasure. To the right minded this world itself is the 
means to the end. This samsára cakra or ‘the wheel of life’ is 
according to the Svētāšvatara Upanisad the wheel of Brahman or 
the Brahma cakra or as Appar has put it this world is the very form 
of the Mother. 


How is this change of vision to be brought about? Ārūrar”s 
words are, Acai nikki anpu cērtti”.! The difference between 
the destructive and constructive attitudes is beautifully described 
by our poet in this phrase **Ācai nikki anpu cērtti”. ‘Acar is an 
attachment, a slavery to the world and to the senses, all for self 
aggrandisement which leads only to restlessness of worldly misery, 
whilst ‘Anpu’ is becoming one with the thing loved, surrendering 
the smaller self to the higher self whose form is Bliss. That is 
why the mystics denounce the sense pleasures or rather sublimate 
and transmute them into the eternal bliss of the Lord. Has not 
Appar given expression to this truth in the verse ‘“‘Macil vīņaiyum 
mālai matiyamum"?€" Has not Ārūrar spoken of the five senses 
being the very form of the Lord,? who becomes the experiences 
of these senses and their objects?!" Therefore, what our poet 
preaches is not a philosophy of world and life negation but a 
philosophy of fulfilment and in that sense it 1s a philosophy of 
world and life affirmation. Our poet looks upon every thing in 
this world as the gift of God and he refers to: Him for everything 
he wants. His wives were to him the gifts of God and as we 
have already pointed out even the happiness he Ka with 
Cankili is according to our poet the transmuted pleasure of yogic 


bliss.!!9 

104. 2: 69. 
105. 7: 46: 2. 
106. 7: 7: 7. 
107. 203: 1. 
108. 7: 62: 9. 
109. 7: 59: 3. 
110. 7: 45: 4. 
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PART II 


SOUL 


Introductton 


In this part we take up Ararar’s conception of Soul or ‘Atman’ 
and its progress. The Nature of the soul is not discussed separately 
but is shown only as revealed by its spiritual progress. Describing 
the means of attaining salvation or freedom as a spiritual ladder 
is found in all mystic literatures. The conception of the mystics 
of the world is as usual taken as our starting point and correlated 
with the Agamic conception which Ārūrar may be taken to have 
followed. Carya, Kriya, Yoga and Jñāna have been studied in 
our discussion of Ariirar’s religion. Therefore, the philosophical 
implications of these alone are explained in this part of our study 
within the background of rituals of other lands. Cēkkilār’s concep- 
tion of Zrürar's married life as a spiritual yoga is also elucidated. 
The law of Karma becoming the law of love and Grace is also 
explained. The ethical mysticism of Ārūrar emphasizing the im- 
portance of the moral path is brought out thus exposing the hollow- 

ness of the view that Arurar and other mystics are non-moral if not 
immoral. The self-condemnation of Ārūrar is explained as a 
feeling of repentance and conversion rather than as confession of 
HUS Knot d a depravity which cannot be reconciled with 
K (6) a E elevated moral life which the poet in all 
m m "e en DT his Lord in the isolation of his suffer- 
Mi ticidanon ve self iced oe alternating feelings of self- 
ADAE si D s auon are explained as the ebb and flow 
of the loving heart. The spiritual process also b SS 
of love—a holy tapas as distingui CCOMES 12s proce 
Stinguished from ‘ceti 1 : 
E x RA tt tavam’? or vain 
torture. The doctrine of Grace which is one of th 
of Ararar’s poem is explained in the Kaa € great messages 
Sethe Pus gat of the law of Karma 
becoming the law of love, where the L 
Aa ae nu ord as the lover of the 
. beloved becomes the insatiable nectar of divine bli o» 
. way paved for discussing the final goal of din. Qi i 


+ m eee es à! goal of divine bliss in terms 
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CHAPTER: I 
THE LADDER OF LOVE AND ĀGAMIC WORSHIP 


I 


OUR POET'S METHOD: 


We discussed Arürar's conception of the Universe or Nature, 
which is object to a subject. The subject is the spirit or soul- 
To start with, the souls are found to be many; they suffer from 
ignorance, misery of the cycle of births and deaths and are 
caught within the wheel of karma. The false identification with 
matter, under which the soul’s ‘Cut’, ‘Sat? and ‘Ananda’ aspects are 
found cribbed, cabinned and confined, slowly ceases. The soul 
sees its true worth. It finds that the Soul of the soul is God 
within and without — the Sat, Cit and Ananda, the ever existing 
Truth, the ever pure Knowledge and Pure Bliss, All Pervasive 
and Infinite. The soul realizes that its separatist tendency is 
egoism and therefore surrenders itself to the Lord or the Soul of 
the soul. Itislost there and experiences the Absolute. Instead of 
discussing the characteristics of these souls and God separately, 
our poet brings out their mutual relationship and gradual blossom- 
ing of the final bliss. We, therefore, follow our poet’s method. 
Mystics speak like him of purgation, illumination and Bliss. As 
the attachment to the world becomes a force of habit and continues 
as such almost to the very end of Sivadaríana, purgation with 
consequent illumination may be looked upon as a stage in the 


spiritual progress. 
II 
THE TEN EFFECTS: DASAKARYA OF SAIVISM: — 
the immediate experience of 


ges of spiritual or mystic ex- 
The Da$akaryas, as €x- 


The mystics are blessed with 
God. The Šaivites speak of ten sta 
perience, as Ten Effects or Dašakārjas. 


plained in Patipacupacavilakkam, are as follows: 

« Taraimutal nātamīrāit tanittanik kantal rūpam 
Taraimutal nātamītāit tazceyal kantal hater 
Taraimutal nātamīrātc catamayam entu kantu g 
Kuruparan aruļāl ninkal cuttiyayk kurittukkollē 


(1) 
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<«Tattuvā tītamtannil cakacavā ņavama lantan 
Uzritum itarkuc cākki nanenal uyirkku rūpam 
Citturu nānē enru tēralē tericanantan 
Murtuņar ica munnar mukilttitā tatankal cuti — (2) 


* Enkaņum civanu lanen ruņartalē iraivan ripam 
Ankavan tolilen kannum aritalē terica nantan 
i Tinkaļvē niyanē tonral civayokam malarma ņampēl 
Punkané yatta luntal pokamen raraiyum nūlē” (3) 


| The first is "Tattva rüpam', the knowledge of the world — a 
-kind of indirect knowledge, a vague knowledge of its existence 
7 through cognition — not as a variety which we all experience but 
as a unity. This is followed by *Tattva darsana’, the experience 


|j of the world's inner nature where the soul realizes that its 
des erstwhile identification with matter is but a vain delusion. Many 
rk, play and die on the shore or on the surface. A few dive deep 
1 f and plumb its depth and to these is vouchsafed this sight. There, 


man escapes from the evil clutches of the ghost or the misleading 
aspect of this world. Here arises the removal of the delusion of 
false identification with matter; here springs up the true know- 
ledge of the real soul; here occurs the purification from the dirt 
of attachment and of identification with and contamination by 
the tattvas or matter: ‘the Tattva $uddh?. The experience here is 
no more on the lower level of animal sensation: it ceases to be 
mere physical pain and pleasure; it is no more ill balanced. The 
fissure in the mind cutting into two — the conscious and the 
unconscious begins to be cured. The basis of this Universe is 


found to Test elsewhere. Man turns inward. Pleasure is found 
not to exist outside. 


‘Atma rüpam', the knowledge of the Atman 
soul, dawns on Man. It is reall: d 


God and soul are inseparabl 


the spirit or the 
y an understanding of God; because 
Mes €, 1t € = , 
darsana which follows next is the ^u a ` d a 
P: sos in complete self-surrender unto God, li ša po 
and having its being in God. This is the Destine a E while 
cases stage of ‘Atma šuddhi” is the negative Šai ix The 
: Ppsensput unless the SRI of the 
th ht possible, Here comes 
eal self-surrender springs 
stabil ed; everything is 
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thus humanized and deified. There are no more inhibitions and 
exhibitions; the conscious and the unconscious are harmonized in 
the supra conscious. "This harmony is the fruit, full of happiness. 
The feelings thus sublimated become the sentiments or the "Rasas? 
of Art. But even this is not felt to be self-supporting and inde- 
pendent. The basis is still found to be elsewhere but within. The 
fissure of the mind is cured but not as yet made whole. Man is 
there but on the circumference and he is slowly drawn to the 
centre. ‘Atma suddhi’ follows, where this experience is transcend- 
ed. The soul is lost in God; there is no more any sign of sepa- 
ratist tendency. The dirt of the separatist feeling is completely 
washed out. Hence the name of ‘Atma suddhi’. 


This spiritual progress cannot be explained except through a 
parable. There are two birds, it is said, on the tree of life; one 
feasts on the sour unripe fruits and the sweet ripe fruits of that 
tree; the other bird stays perched up on the top of the tree far 
beyond this experience of misery and happiness; the lower bird 
slowly flies up and becomes one with the higher bird even as the 
reflection becomes one with the original when the medium of reflec- 
tion is destroyed or withdrawn — thus is told in the Upanisads the 
story of the soul attaining its perfection in God or Brahman. 


Here are distinguished three further stages: ‘Siva rūbam is 
the universal vision. The Guru or Master initiating the soul into 
the mysteries of mystic experience is looked upon as the loving 
God Himself and the soul sees God in everything and everywhere. 
The distinction between these two outlooks, the outlook on the 
Master and the outlook on the world, is this. God incarnates Him- 
self in the spirit of the Master whilst He exists everywhere as the 
basis of everything because of His omnipresence in this universal 
vision, Then follows ‘Siva darsana’ which is the direct experience 
of God. The feet of God are realized when the soul is lost in Him 
and does not see itself separate in activity or experience. Then 
the feelings of ‘I’ and ‘mine’ die out and disappear. The face of 
the Lord is realized when all experience becomes the experience 
of the Lord and when there is no experience of any other kind. 
The crown of the Lord is realized when the consciousness of this 
experience is lost in the divine bliss of Siva. Really ‘Atma du 
šana”, the experience of the reality of Atman follows only w È 
the Sivarapam is realized, where the transcendent atman is REC 
as the very atman of the atmasuddht stageļand this happens only 


T. 149 
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when Sivadargana is experienced. Jadnadrsti is the soul-sight of 
God, but it is really Brahmajūāna where everything is seen as 
unity. There is then the overflow of superconscious into the core 
of our heart which overflows with love. ‘Sivayéga’ or communion 
with Siva is the next stage where the soul is oned with God. 
Finally this blossoms into the last stage of ‘Sivabhoga’ or enjoy- 
ment or divine bliss. Pati is the conception of the Lord common 
to all. Siva is the conception of God as the intimate lover of the 
beloved in union or identity. All these stages are not really suc- 

cessive; for puposes of classification; they have been thus distin- 

guished. Some are aspects of one and the same stage. Some of 
them therefore may be looked upon as springing up simultaneou- 

sly. In Atmarüpam arise Tattvarūbam and Tattvadaršanam. in Šiva 

rüpam arise Tattvašuddhi and Ātmadaršanam. In Sivadarsanam 

occurs Atmasuddhi followed by Sivayéga and Sivabhoga. 


III 
SRI P. N. SRINIVASACHARI'S IDENTIFICATION: 


Mystic experience starting as a feeling is thus sublimated; it 
becomes self-luminous. It is then a fulfilment of reason and 
thought, of feeling and emotion and of will and activity, all mak- 
ing for certainty and stability in the Reality. The Jaana Kriya 
Iechāšaktīs become perfect in the eternal values of Truth, Good- 
ness and Beauty — Satyam Jūānam Sivam Sundaram. Intuition is 
creative art where you see the fruition of all reason, feeling and 


will. There is first equanimity or Sāntabhā 
; abhāva. T ker- 
ing after God, that God intoxication au. tsharko 


y : 
the Madhura Bhāva of clandestine tāmi pos | arii 
M iss Bhakti is not the means but the end itself; it is Para- 
blaktis pes Sūdiya Bhakti and not Sadhana Bhakti according to 
Kaissanits pes aseology. There we see the valour DET 
cum A aot sought fors “Vitum vēntā viral”? says Cēkkilār.* 
t is love for love’s sake and not for anything el "e A age 
bhava alone remains. Svarajya is thus A Kaivas ME end 
E) 


it is a freedom from individuality: 
ag the finj 
Infinite in all respects. va finite becomes there the 


1. 
sūtra. 


Sivajitānabūdham, Sivajnana Svamikaļ Cirr 
urai, 
2. Periyapuranam, Tirukkū ac cirappu, v. 8 


Introduction to the 9th 
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The mystics all the world over speak of Purgation, Illumina- 
tion and Ecstasy and Rapture of union or unity. Sri P.N. Srini- 
vasachari identifies them with Karma Jfūāna Bhakti yogas of the 
Gita.® The ten Effects or Dasakarya relate to these three grades of 
the experience — Tattva, Atman and Siva and these three grades 
may be seen as three stages of Purgation, Illumination and 
Union. ’ 


IV 
MYSTICS ELSEWHERE IN THE LIGHT OF SAIVISM. 


1. Christians 


The Christians also speak of the three stages.4 First comes 
psychological integration of the ego which is exterior. It relates 
to the Tattvas. Here we have the nature mystic. The second is 
the revelation of God to the soul; here, from nature, one goes to 
the super-nature; this is interior and relates to the Atman. It 
may be noted that Ātmadaršanam follows only Sivadar$anam or 
revelation of God to the Soul. The third is the Super-essential 
where the Soul turns to God for the establishment of the kingdom 
of God by the communion of souls through knowledge. Is this 
not the vision of Ārūrar as portrayed in his '*Appalum aticcarntar™? 
Pattinattār's poem is interpreted by Sivajfüána Yogi to mean this.’ 
“The eye itself is light but it lies hidden till the self-Iuminous light 
comes in when the eye becomes a light. The eyes cannot see each 
other in the same way the eye sees the object. But when the 
eye sees the light it becomes one with the latter and experiences 
itself as the light. This is everybody's experience. The eye can 
experience other eyes in a similar way. In a similar way the souls 
which have no relationship in themselves individually become one 
with Siva and then they experience themselves and other souls". 
This is the explanation Sivajnana Yogi gives for the lines occur- 
ring in Paftinattār: “When J obtained your Grace, the fog of Maya 
was torn asunder. I obtained jūānadrsti. 1 saw then, Your great 
Reality. Seeing that I saw myself and I saw others. Those i 
have not experienced you are those who have not experience 


themselves”.* 


3. Mystics and Mysticism, p. 72. 
4, itis in the Psychology of the Mystics by Father Joseph Marechal. SI. 
First edn., p. 322. . UR 
` 5. Sivajitāna būdhaccirrurat | 
6. Tiruvitai Marutūr Mummant 


Sūtram 10, Nūvalar edition. 
kkovai 13: 28-35. 
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But in Sivabhoga even this is transcended where we have the 
divine bliss without any feeling of duality. “All the activities of 
the world and its universal lords rise up from you as the waves 
do from the ocean and subside in you ebbing and flowing". — So 
sings Pattinattār.” In another place he speaks of the varied beauti- 
ful paintings appearing as one with the wall to those who come 
near it and touch the wall.® 


9. Plotinus 


Plotinus speaks of all paths leading to the same goal which 
is above the actual and the particular. The goal is where we stand 
in the immediate presence of the infinite which shines out as from 
the deep of the soul. We saw tattvais transcended by the mystic 
and to some this itself may bring the experience of the Lord.? 
Plotinus speaks of the love of beauty as the path of the poet. 
Devotion to the One, which is real science, characterizes the philo- 
sopher and this second path of Plotinus answers to the jūāna 
which we found related to the Atmakaryas of Saivites. His third 


path is love and prayer of the devotee and this, therefore, may 
be identified with Bhaktiyoga and Sipakaryas.1? 


3. Spinoza 


S ; $ 

4 Spinoza S three ascending stages of perfection, vig., sense 
aaa intellectual experience, and moral uplift based respec- 
tively on sense perception, reason and intuition, making a pro- 


gress from sensuality (tatto) through spirituality (Ātma) to God- 
liness (Siva) also correspond to our three stages.ll 


4, Guru Nanak 
a ou oen the founder of Sikhism (1459-1538) speaks of 
v e : ) the Dharukhand Or the Realm of Beauty which 
Realm of divine buomas tnt Plotinus, (2) Jadnakhand, the 
Sens 1 2 nowledge which answers to our jūāna; (3), (4) 
n viz., Sharankhand, Kharankhand and S$ ~ 5 , 4 
tively, the Realm of ecstasy, th achkhand respec 


€ Realm of Power conquering the 
7 Orriyür orubā orupatu, 4: 6-10. 
8. Tirukkaļumala Munmanikkovai, 10: 4 

9. Sivajitānabūdhac cirrurai, eae 1-34, 

10. See Christian Mysticism, by W. R. g 

ll. Ethic of Benedict De Spinoza, Part À edn. 1899, p, 91 Jf. 


Prob. XL, schol. 2, Part IV, prop- 
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fear of death and the Realm of union with God are really the 
three grades of Bhakti, where the knowledge becomes one with 
will and feeling to attain the fruition of the Divine Bliss of union. 


5. St. John 


St. John (St. Juan) of the Cross speaks of the three dark 
nights of the spiritual progress — marking the transit from Nature 
to the soul, from soul to God and from separation from God to 
union with God. First is the dark night of sense and here the 
images of the mind or vāsanas fade away in prayer. In the second, 
the dark night of the spirit or faith, the soul is touched by Divine 
Grace. In the third night of the soul, there is the torpor of 
nihilism, where the soul suffers alone in its kaivalya hence han- 
kering after union with God. 


6. Sufis 


Sufis speak of four stages: (1) Shari'at, or the carrying out 
of the Islamic injunctions; (2) Malakut or introspection; (3) Mart- 
fah or attaining knowledge and (4) Haquigah or the union with 
the All Self. The third and the fourth are the Jaana and Bhakti 
yoga, when it will be clear that the first and second relate to the 
Karma yoga of purgation transcending the tattvas. They speak of 
the journey to God in three stages of self control, spiritual illu- 
mination and ecstasy of union. 


There are others who speak of the seven rungs of the ladder 
of Love; and Attar, the mystic poet of the Sufist (1140-1234) 
speaks of the seven valleys on our pilgrimage to the All-self or 
Absolute — the valley of the quest, the valley of love, the valley 
of knowledge, the valley of detachment, the valley of unity, the 
valley of amazement, and the valley of annihilation of Self. The 
Dašakāryas are not all of them successive; some Ds them, as already 
pointed out, are simultaneous, for instance Siva Rüfam and 
Ātmadaršana, Sivadargana and Ātmašuddhi. If this is remembered, 
these valleys can be equated with the Dašakāryas. 
h theseven stages described by 


These valleys are compared wit e 
contemplation, absorp- 


the Christians — purgation, illumination, 


12. See the Sacred scripture of the Sikhs. aba id 
13. Christian Mysticism by W. R. Inge, ph. Db : 
14. Islamic Sufism by Sirdar Igbal Ali Shak, p. 294; See also Gomparative 


Mysticism, by jacques de Marquette. 
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tion in divine love, ecstasy, the Divine dark and merging in the 
ocean-of Divine love. 


John of Ruysbroek speaks in the treatise "On the Ševen 
Grades of Love’, of these seven rungs of the ladder of love and 
inward life from, (1) goodwill; (2) voluntary poverty, (3) chas- 
tity; (4) humility; (5) desire for the glory of God; (6) Divine 
contemplation, which has three properties — intuition, purity of 
spirit and nudity of mind; to (7) the ineffable, unnameable 
transcendence of all knowledge and thought. 


St. Augustine, the greatest of the early Christian mystics, 
(854 A.D. - 430 A.D.) speaks of purgation, illumination and union 
and he describes this mystic way as ascending up to God as pure 
Beauty through seven stages — animation, good-will, introversion 
or entering into the soul, recollection or freedom from distracting 


thought, self-discipline, cleansing of the heart and contemplation 
on God.!5 


V 


THE FOUR-FOLD PATH OF AGAMAS: 


The Āgamas speak of the four-fold path of Carya, Kriya, Yoga, 
and Jnana. lt is important to note that in every one of these four, 
there are four further stages making in all sixteen — Caryá in 
Carya, Kriya in Caryā, Yoga in Caryā and Jāna in Carya; Garyā 
in Kriya, Kriya in Kriya, Yoga in Kriya and Jnana in Kriya; 
Garyā in Yoga, Kriya in Yoga, Yoga in Yoga and Jaana in Yoga; 
Carya in Jana, Kriya in Jana, Yoga in Jfūāna, and Jaana in 
Jāna.” ‘This assumes that till one reaches the last stage there 
will occur in mixed forms when one has to distinguish them by 
the emphasis on the predominant element. Speaking roughly, 
Carya may be spoken as service or physical activity; Kriya is 
bhāvanā or mental activity — a play with God: Yoga is citis 
plation; Jitēna is realization. 3 


They are described as the rising rungs of a ladder. Their 
significance is well brought out by their effects . 


qe Ee ROM Garyā leads to 
Salokya; Kriya, to Samipya; Yoga, to Sārūpya; Jūāna e: iA 
When man thinks of God, he enters his mental sphere of God in 
his activity in this world with the freedom of t Kā 


he servant moving 
15. Christian Mysticism by W.R. In 
ss y, nee, pb. 168-169 
16. See “Western Mysticism” by Dom 9 
p m G 
p.97 and Comparative Mysticism by j. D. Me et Butler, Second edition, 1927, 
17. Šivajhāna pafiyam, p. 470. quette, p. 127 . 
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inside the home of the Lord. He has achieved Salokya — the 
sphere of God. He still moves about only in the circumference. 
He is engaged in Dasya marga or the path of Service. Gradually 
he is drawn to the centre, near unto God — Sdmipya. He is 
engaged in the Satputra marga — the path of the child and moves 
about with the freedom and right of a son. The vision appears 
only to disappear. He brings that back in his own imagination. 
This is still immature. He plays like a child but he plays the 
game of God. Imagination or Bhavana has its full swing. He 
worships God in various forms. The world and its objects become 
spiritualized in this play. Pūjā or worship follows. Suddhi or 
purification occurs with various offerings to God. God incarnates 
Himself in Beauty and Images. The Bhavana is not, therefore, all 
noise and no meaning. Once man turns Godward, He rushes 
down and occupies his mind leaving room for nothing else. Man 
who has been identifying all along with matter and his body, feels 
he is not matter but spirit. He is the child of God, and, there- 
fore, realizes his spiritual and divine form. 


Sürüpya Yoga or contemplation of communion follows and the 
child’s play becomes intense love for the Lord. An ethical life 
of self-control, service and love, a life of Yama, Niyama — control 
of senses and mind purifies the mind. Postures or āsanas do not 
form merely physical culture but because thought also plays a 
part in them, they become a mental culture where body and mind 
as an organic whole become controlled and integrated as a step 
towards higher perfection. Pranayama is the control of the wander- 
ing mind through the control of breath. If the outgoing tendency 
is arrested, mind turns inward to think on thought itself as prat- 
yahira, The soul is no longer fettered by matter; and mind is 
withdrawn from the psychic plane; it concentrates on Atman, that 
is Dharana. Dhyana or mental retention and samadht or spiritual 
unity follow. This is not enough. Purusa or Soul is therefore 
freed. from Prakrti; but Atman has to inside itself to its Para- 


matman. This Divine communion will follow as Sayujya in the 


succeeding Jaana márga. It is the blossoming of Bhakti in all its 


glory. 
VI 
SADHANA RITUAL: l 
We may now discuss Arürar's. 


path. “We have referred to the 
worship or puja, offering water and: flowers, 


which: forms an 
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important spiritual practice according to the A gamas — the Carya, 
Kriya and Yoga. These have been explained in the light of 
Ārūrar's poems when discussing his Religion. This is the first 
step of purgation or purification and the principles underlying 
these may be here explained as the details have been discussed 
in our study of Religion. 


All these Carya, Kriyā and Yoga are included under the head 
‘Sadhana’ which may be translated roughly as ritual. As Wood- 
roffe has pointed out, ritual is the art of religion. Again he says, 
‘Ritual and spiritual exercises are objectively considered the pic- 
torial statement (of theVēdāntic principles) as they are subjec- 


tively the effective means of their realization.”!$ These are the 


means to the end, the end which is communion with the All per- 


vasive Brahman, or identity with it. In whatever way the end is 


defined, in the ritual stage, or in the stage of sadhana, there is 
dualism, because rituals imply a worshipper and the worshipped. 
It is because of this Tāyumānavar has said, Otariya tuvitamē attuvita 
fanattai untupanum fiánamükum"'?*? — "The inexplicable dualism is 
the known path creating monistic knowledge”. 


God may be defined in many ways but when worshipped God 
is the Supreme Personin the eye of all the sadhakas. The Absolute 
is in itself or relative to ourselves Sat Cit and Ananda — Being, 
Consciousness and Bliss. But this can be realized as such only 
by the Siddha who has become completely transformed so as to 
be free from the vile influences of mind and body. 


. As Augustine has said, the mind is not at rest until it finds 
itself in God and therefore as o 


osed t i 
S wander abont ent ew tse Sins ey 
in this mind to thirst for God, as beautifully brought out in the 
Olympic mysteries. “I am the child of the earth E the starry 
sky but know that my origin is divine. I am de d by and 
perish with thirst. Give me without SOEUR e UN 
flows from ‘the Lake of memory”, Pure, and M; 20 n t 1s 
p Peeps iowards Thee* Tt ig this thi : um i de 
permanent by ritual so that the thirst can b rst w ich is ma 
the joy of divine communion. an be finally relieved by 


18. Introduction to Principles of Tantra, p. | 
19. Tayumanavar patal, 10: 3, Tiruppana UM 
. Shakti and Shakta, p. 439. I edn. 
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VII 


THEORY OF WORSHIP: 


Therefore, the sadhana is for attaining the siddhi. Even in 
the beginning stages, the ideal is not forgotten. The final goal is 
always held in view, and siddhi is attained when the whole life 
becomes a worship. As stated by Woodroffe, “The human need 
for ceremonies in the sense of the necessity which man feels of 
an exterior manifestation which shall both stimulate and translate 
his inner feelings is such that no religion of the past has been 
without its. rites and ceremonies and even the shallowest of epochs, 
whilst affecting a superiority to them have yet preserved these 
ceremonies in its civil life” *? The council of Trent declared, 
“The Catholic Church rests with the experience of ages clothed 
with their splendour and has introduced mystic benediction 
(mantram), incense (pukai), water (nir), lights (vilakku), bells (mani), 
flowers (pū), vestments and all the magnificence ofits ceremonies 
in order to excite the spirit of religion to the contemplation of the 
profound mysteries which they reveal. As are its faithful, the 
Church is composed of both body and soul. It therefore renders 
to the Lord a double worship, exterior and interior; the latter 
being the prayer of the faithful, the breviary of its priest and the 


‘voice of Him ever interceding in our favour and the former the 


outward motions of the liturgy".?? In spite of the sadhanas being 
intended for all grades of worshippers, it is a mark of the great- 


ness of Agamic worship that it is open for all without distinction 


‘the transformation of the m 


of caste or sex — the highest stage of spirituality and rationalistic 
approach are never forgotten. Again Woodroffe following Dela 
Vallei Poussin writes: The virtue of its general method is not 
merely thaumaturgic, but is inherent in the mental states induced 
by dhyāna and other physical and mental processes and the excita- 
tion of the exterior rituals; an inherence chiefly explained by the 


fact that as at base all existence is of the nature of the mind, 
ind is the transformation of existence 


itself.””23 


M 


1 


is an unconscious force, though 


i i Hinduism, ug] 
Md cena ee Mind and body belonging 


it shows some reflected consciousness. 


21. Introduction to the Principles of Tantra, LXXII. 
22. Quoted by Woodroffe op. cit., p. LXXI. 
23. Ibid., op. cit., p. LXXIII. 

T. 150 
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to the "Māyāšaktī or the finitizing power and because of this 
common origin become the subject and object respectively. Both 
these act as a screen or veil obstructing the Real in varying 
degrees. The rituals are intended to remove this obstruction or 
to purify this veil. As long as the mind exists, it must have an 
object or a content. The aim of theritual is to make this content 
always good and pure. What can be a better object or content 
than the Absolute as the Supreme Person? 


The psychology of the Vēdānta throws a flood of light on this 

conception. Mind which can be compared to a lake of a reflected 

| light on which falls the reflection of the spirit, projects itself or 
| its rays through the sluices of the sense organs on to its object 
| before it and takes the form of the object. Thus the mind 
| becomes one with the object and perceives it. If the mind could 
similarly take the form of the Lord in the form ofthe image wor- 

shipped by it and assuming all the attributes of the Lord through 

| contemplation, the ritual achieves a wonderful success. The 
i dhyāna or contemplation attainsthis. The wavering mind has then 
| to be steadied so that it can concentrate almost incessantly on 
| these forms and these qualities. This has to become almost a 
| habit, a samskāra. The good samskāras will drive away the old 
1 
1 


samskāras since the latter lose their force by non-user and so atro- 
| phy and die. 


Jas siiis Vary according to the fitness or adhikara of the 
respective worshippers of varying bhavas or temperaments or 


mental developments and these attainments even with reference 
to one and the same individual, 


M Progressively develop from the 
sthūla or the gross to the sūksma or the subtle stages. The Caryā, 
Kriņā, Yoga and fitāna mārgas are based on tHis gradation which 
ultimately depends upon the temperament of the worshipper and 
his emotion which in one case will be more rone to y hip the 
‘Lord as the servant, in other 5 Pus et 


an a symbol. God is all 
X m the image, What then, 

to realize the divinity existing 
24. See Viruttippirapakaram in Tamil. bens; i 
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there, when the mind through the ritual, is transformed into a 
divine mould through contemplation. At least during the period 
of the pūjā, this is attempted to be achieved. 


VIII 


ARURAR AND WORSHIP: 


Nampi Ārūrar speaks of ‘cakali ceytal.*5 The Āgamas speak 
of invoking God to be present there and to depart after pūjā. Here 
it is not the God that is always all-pervasive that comes or goes. 
It is the mind that during such an invocation, takes the form of 
the divine mould and givesit up at the end of the pūjā when the 
concentration ceases. The worship with concrete materiale is the 
first stage. Next comes the internal pūjā or mental pūjā without 
any of these concrete materials where fiowers become mental 
attributes and where other offerings assume spiritual significance. 
The ‘Héma’ or sacrifice in fire is also done mentally till it becomes 
‘Gtmanivédana’ itself. The aim is to keep this concentration all 
through the waking and dreaming stages and this is developed 
through various stages of Yoga when it blossoms into „ffāna or 
realization. Then follows sahajanista when the worshipper is al- 
ways in contemplation and communion with God as referred to 
by Ārūrar, Enni yiruntu kitantu natantum annalena ninaivar vina? tīrp- 
par’? Mantras are uttered and we have explained the theory of 
the mantra in our discussion on artha and $abda prapancas. The 
mantra represents the very form of the Lord and by japa the divine 
power submerges the worshipper in its flood of divinity, and the 
sabdaprapafica is thus purified and transcended. 


The Tantras speak of Bhūtasuddhi, the purification of the 
elements. Impurities and sins are all burnt away in the mental 
fire and the nectar of divine rapture purifies the soul. The spiritual 


power lying static in Mūlādhāra wakes up breaking through 
Svadhisthana, Manipüraka, Anāhata, Viguddhi, Aja and reaching 
iaei i This is at first imagined 


the Sahasrára it lies in union. with Siva. is is 
and in the end becomes true, for, as the Chandogya Upanisad says 


what man thinks, that he becomes, a $rti which Tayumanavar 

translates, ‘“‘Yatouru pavikka nan atuoatalal unnai nanenru pavikka 
32 5 X s : 

attuvita mārkkamuralām””.*" Ārūrar describes the difficulty of 


25. 7: 65: 5. Y A 
26. 7: 11: 2. = 
27. Tayumanavar pagal, 10: 3. 
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such a contemplation in the verse 'Unnaiģpēl ennaip pavikkamat- 
tēn”.28 Speaking of thisritual, the Quest (Oct. 1913) says “From 
one point of view, it is perhaps the most elaborate system of auto 
suggestion in the world. But the Hindus think of it as of greater 
spiritual value than mere auto-suggestion”. 


Usually, pleasing things are offered in worship — what the 
worshipper thinks pleasant and what he himself will aspire for. 
He offers things and then after such an offering he partakes of 
them, clothes himself with them. He thus tries to live in God: 
“Ututtuk kalainta nim pitaka atai ututtuk kalittatu (kalaittatu) untu, 
Totutta tulay malar cūtik kalaintana cūtum ittontarkalom’’®®— "We are 
the servants of the Lord, clothing ourselves with His used up gold 
cloth eating what He leaves and adorning ourselves with His used 
up garlands of tuļac”. When a man reaches a spiritual state where 
he sees God in everything, even a stone may be offered as a flower 


even as Cākkiyanāyanār did. There is then nothing mean or un- 


clean, valuable or valueless. Every act there becomes a worship 


every speech a prayer, every thought a divine contemplation — 
this is Sahajanistā. This is how Ararar has looked upon everything 


he enjoyed. This is best illustrated by the life of the great king 
Janaka, and Ārūrar is one like 


Janaka in domestic or political life 
always living in God. ue 


There is a story told of Ararar which explains his attitude: 
When Céraman Perumal visited Ārūrar in Paravaiyar’s house at Ārūr, 
this lady set before both of them greens to be separated from 
grass and other non-edible stuff, so as to make the greens ready 
for cooking. Both the saints attended to this work of helping 
Paravaiyār; but. she took only those greens cleaned by Céraman 
leaving those cleaned by drūrar. Céraman remained puzzled 
Paravaiyār explained that those made ready by Ararar were not to 
be cooked because in his Sahaja "Nistā he. would have offered the 
greens already in his hands to God, for all the potions of Ārūrar 
were nothing but worship or pūjā. We have ex lode ASS 
light our saint's hymns praying for laboure DENM 
necessities and luxuries of life, game ed: other 


His life i 3 3 
; 1s one contin 
or contemplation or communion with God or 


28. 7: 54: 5. 


29. JNalayirappirapantam, Periyūlvār Tiruppallan tu 5 
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IX 
MARRIAGE — YOGA ANE YAJNA: 


There is one verse wherein our poet speaks of his embrace of 
Cankilt as a divine communion. Cékkilar describes the marricd 
like of Ārūrar as a life of divine yoga. This is a part of his Sahaja 
Ņistā. Buttbis may remind one of the Virasadhana of the Tantras. 
This conception of sexual union as divine communion is in the 
best traditions of the Upanisads where the Brhad Aranyaka speaks 
of it as a Homa.*° It speaks of the union of man and wife as a 
sacrificial rite — a sacrifice in fire wherein the woman is both the 
hearth (kunda) and flame and according to this Upanisad, he who 
knows this as Homa attains liberation. 


Woodroffe quotes and translates?! a Tantric mantra which will 
explain Cékkilar’s description of this as a yoga; for this mantra 
speaks of this as a yoga and homa: “Om dharmadharma havirdipté 
ātmagnau manasā sruchā, Susumnāvartamāna nityam aksa vrittir juhomya- 
ham svāha”” — ‘Om. Into the fire which is spirit (tma): brighten- 
ed by (the pouring thereon) of the ghee of merit and ‘demerit, 
I, by the path of susumnā (the central nerve) ever sacrifice (to 
homa of) the functions of the senses, using the mind as the ladle. 


Svaha’ 9? | 
An illuminative explanation of the underlying idea is offered 


by Woodroffe:. 


“To the ordinary English reader the association of eating and 


drinking and sexual union with worship will probably be incon- 


gruous, if not downright repulsive. ‘Surely’, he might say, ‘such 
things are far apart from prayer to God. We go and do them, it 
because they are a necessity of our animal nature, but 
g to do with such coarseness... We 
may pray before or after (as in Greece) on taking food, i P 
physical acts between are not prayer. Such nptions as Passa 
partly on that dualism which keeps separate and apart God an 


his. creature, and partly, on certain false and deprecatory s 
concerning matter and material functions. According to Indian 
: y. understandable but (1 am not 


Monism such worship is not onl 


is true, 
prayer or worship have nothin 


30. 13th mantra of HOmoprakarana of Brhad Aranyaka- 


31. Shakti. and Shakta, p- 598. 
32. Pranatūsini and Tantrasara, 


p. 698. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


1198 PHILOSOPHY 


speaking of any particular form of it) the only religious attitude 
consistent with its principles Man is, in his essence or spirit, divine 
and one with the universal spirit. His mind and body and all their 
functions are divine, for they are not merely a manifestation of 
the Power (Shakti) of God but that Power itself. To say that 
matter is in itself low or evil is to calumniate that Power. Nothing 
in natural function is low or impure to the mind which recognized 
it as Shakti and the working of Shaktī. It is the ignorant and, in 
a true sense, vulgar mind which regards any natural function as 
low or coarse; the action in this case is seen in the light of the 
inner vulgarity of mind. It has been suggested that in its proper 
application the maithuna karma is only application to sexual func- 
tion of the principles of oga. Once the reality of the world as 
grounded in the Absolute is established, the body seems to be 
less an obstacle to freedom, for it is a form of that self-same 
Absolute. The creative function being natural is not in itself 
culpable. There is no real antinomy between spirit and nature 
which is an instrument for the realization of the spirit. The method 
borrows, it is said (ib), that of Yoga not to frustrate, but to regu- 
late enjoyment. Conversely, enjoyment produces Yoga by the 
union of body and spirit. In the psycho-physiological rites of the 
Shaktas, enjoyment is not an obstacle to Yoga but may also be a 
means to it. This, he says, isan important conception which 
recalls the discovery of the Mahayana that Samsara and Nirvana 
are one. For here are made one, Yoga which liberated and Bhoga 
which enchains (ib.). It will then be readily understood that 
according to this doctrine only those are competent for this Yoga 
who are truly free, or on the way to freedom, of all dualism.3* 


x 


SOCIAL WORSHIP: 


This is from the individual point of view. But Hinduism 
believes in universal salvation. Therefore it Bed cae faroet the 
society and social worship. The canes eee a orge : 
suche Rp vis and the Tēvāram saints with IEM sis 
beating in communion with the hearts of the world is ea S 
hard for the universal salvation through their i ta ja 


33. Masson-Oursel Historie de la Philosophi, 1,1 
34. Shaktī and Shakta by Sir basku" Indienne, pp. 231-233. 
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600. i codroffe — Ganesh & Co., pp. 599- 
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sung in all the temples of the Tamil land. As pointed out else- 
where this social communion in song is preferred by Arürar to 
Mukti or rather this is looked upon as the bliss of Mukti itself.3* 
Dr. V.V. Ramana Sastri (in his introduction to Nallaswamy Pillai’s 
Studies in Saiva Šiddhānta) brings out the importance of temple 
worship in Agamic lore which has influenced the whole of India, 
thanks to our Tēvāram saints: “If the Fire worship be regarded 
as the ritual inculcated in the Védas as the outer symbolism of 
spiritual truths, the temple worship may, on its side, be also said 
to assume a similar importance in regard to the Agamas. For the 
rest, it will be seen that in India at the present day there is hardly 
a Hindu who does not observe some kind of temple worship or 
another, which points to the conclusion that the Agamas have had, 
in one form or another, a universal hold, upon the continent of 
Hindu India and that their influence tells’’.% 
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CHAPTER II 


FROM KARMA TO LOVE 


I 


THE NEGATIVE AND THE POSITIVE WAYS: 


The mind gets purified through Carya, Kriya and Yoga and 
the soul realizes its true status through such purgatory. The path 
of righteousness is not an easy one. Some traverse it by hating 
what is evil. This is a negative way and their code of conduct 
consists of a series of ‘Do nots’. The other way loves righteous- 
ness, having created for it a permanent interest therein. This is 
the positive way. Unless there is interest, the child does not learn 
anything by our insisting on mere negative discipline; nor, does 
it do the right kind of thing. The modern teacher therefore con- 
centrates on creating interest in the mind of the child and inspir- 
ing it with love for the particular study and good conduct. Chastity 
is not promoted by any advice that extra marital love is sin; it 

E. is really promoted by the growth of love between the married 
k couple, when there will be no whisper of extra-marital love. When 
E this love is there, nothing appears to the mind or the eye except 
the beloved. Where can then be any room for sin? In the path 
of love when the Lord is everything for the soul, nothing else is 
seen and therefore there can be no sin. As love develops, old 
da S a in the end become erased completely. 

: pline of love makes the mind pure. Even the 


remembrance of the past habits becomes abhorrent. This is how 
the mystics become purified. 


II 
THE TAPAS OF LOVE: 


ends in moral colla 
hi , pse. The 
Bat can be done only by achieving 


elfishness, The saint does 
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not speak of the ‘I’ or the ‘Mine’. The lovers in their ecstasy of 
union do not speak of the separatist ‘I’ or the ‘Mine’. The lover 
speaks of the beloved as the ‘I? losing his separate individuality. 
Therefore, in this path of Bhakti or love, ahankara and mamakara 
and false abhimana or identification are all completely dissolved. 


This process of spiritual purification is spoken of as ‘Tavam. 
But then that should not become egotism. Righteousness, when 
it is not also love, becomes priggishness. It is this sense Sri Vacana 
Bhūsaņam condemns self-effort when it is egotism. The smaller 
or minor self should die giving room to the higher self. In this 
sense ethics is a spiritual purification. Tapas thus may be good 
or bad. 


We have already referred to the yogis and bhēgis following 
this path of Tapas. Therefore, Tapas is not merely torture and 
practice of austerity. It is in this wider sense that Tiruvalluvar's 
chapters on Turavaram are divided into two parts, Vratam (which 
is merely Tapas) and Jūānam. The spiritual progress is a spiri- 
tual discipline restraining the free license of the mind and thereby 
utilizing its energies in fruitful and spiritual ways. This process 
can be spoken of as renunciation in the sense in which Tiruvalluvar 
calls it ‘Turavu? because there is the renunciation of selfishness 
rather than the smaller self — the ahankara and the mamakāra — 
“Yan enatu ennum cerukkaruttal"? though in another sense this is 
a process of perfection and infinite bliss. The aim of this 
spiritual process is to awaken in us the universal consciousness 
which flows out as universal love — a love which cannot 
bear the misery and troubles of the people at large which 
therefore cannot think of doing any harm to others, though as 
a result of this ahimsá one has to undergo any amount of suffer- 
ing. Kannakai, the heroine of Cilappatikaram was going through 
the desert. Her gentle feet had to tread on the heat of the 
stones on the midday path but the epic poet states that she did 
not feel the agony because of her care, pity and love for her 
husband who was walking beside her in that burning desert. So 
does it happen in the spiritual paths. Suffering will be there, 
but it augments the love and attenuates misery. It is this posi- 
tive feeling that is expressed by Tiruvalluvar 1m a negative way 


1. 7: 74: 3. 
2. Tirukkuraļ, 346. 
T. 151 
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in terms of its effect in putting up with all personal suffering and 
in doing no harm to others — “Urra nēy nonral uyirkku urukam 
ceyjūmai arré tavattirku uru”.5 If this positive basis is forgotten 
and the mere negative aspect alone is emphasized, Tapas is nothing 
more than self-torture, not a mere discipline. Sometimes, people 
take pride in calling such kind of self immolation a Tafas. 


When there is not that deep love, the Tapas becomes cruel. 
Therefore, Ārūrar calls such tortures, cruel Tapas, 'Cetittavam" ,* 
as against 'Atittavam” (ibid.), which is the self-surrender of love 
where like Kannaki, the soul forgets its own separate existence, 
and living and moving in God, it feels it is God and not itself that 
lives and moves and does all its acts. This is the Tapas of truth 
—'Meytiavam' 5 He shows the way of truth so that we may not 
be drowning ourselves in the cruel hell — ** Vennarakattaluntāmai 
namakku  meynneriyait tānkāttum Vētamutalān””* He shows us 
this good path. He is on the path devoid of birth. He is the Lord 
of pure and holy path — ‘Téneriyan’.? In this path of love the 
means and the goal are nothing but God. Heis not only the goal 
to be reached through the path of goodness and purity and the 
great guide showing us this way and taking us through that path 


but also the path itself, the straight path, ‘Cenneri’8 the beautiful 
path, ‘Anneri? and the path of truth, ** Meynner? 1 


III 


HIDE AND SEEK 


1. EBB AND FLOW: 


In the path of love we were toldu that God plays a hide and 


seek game with the soul, now showing His face to the soul and 
then withdrawing it, which are s 


tion, ‘Samélésa’ and *Vislésa! creati 
and confidence and a feeling o 


poken of as union and separa- 
ng respectively a feeling of joy 
| f misery and self condemnation. 
8. Kuraļ, 261. 
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Ārūrar also speaks of the Lord agreeing to save our poet and then 
hiding Himself away.!? We have seen the working of these feel- 
ings in our saint when he was giving expression alternately to his 
feelings of moral greatness and moral despair. In other places 
also where he refers to the other aspects of spiritual progress, we 
find these feelings alternating. As Ācārya Hrdayam says, *"Jūānattil 
tan peccu; prémattil pen péccu’’8—‘In the path of Jnana there is the 
speech of the poet as himself; in love there is the speech of the 
poet as the lady who loves.’ We have referred elsewhere to the 
utterance of the love-lorn lady but we may note the cries of joy 
and despair proceeding from the poet as the poet. 


2. SELF-SURRENDER: 


‘Speaking of his complete self-surrender to the Lord, he says 
that he had not relied on the relationship of the mother or the 
father; he was satisfied with his relationship to the Lordship of 
God. He has practised this tapas or self surrender to the Lord.!$ 
“I have offered my head, my tongue and my mind all to Himself 
and to His service and I have lived through serving His feet as 
His slave"? “I am yours by right”’,!8 cries he. “My mind, my 
heart meltsin love”. In the 15th hymn and in the 54th hymn, he 
speaks of his imperishable attachment to God in terms of his serv- 
ing Him, praising Him and singing Him even if the Lord does not 
care for him. “I shall not murmur that you have made me suffer. 
I accept everything".? *There is the target to be aimed and I 
have tried to reach that goal. I have taken refuge in You so that 
I may be saved as long as the mind exists"?! “TI shall worship 
You even by force’’.22 “I shall not praise anyone but You”. 
«Whom shall I think of except Yourself’’?’’24 “Can I say ‘no’ after 


12. 7: 62: 5. 
13. Ch.2., Sūt. 32. 
14. Vol. III, hymn, 37. 


15. 7: 14: 2. 
l6. 7: 14: 6. 
17. 7: 14: 1. 
18. 7: 14: 11. 
19. 7: 14: 11. 
20. 7: 15: 6. 
21. 7: 15: 7. 
22. 7: 15: 8. 


23. Refrain of hymn 21 and hymn 26. 
24. Refrain of hymn 24. 
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having become Your slave?” “Shall I slight You even for a 
minute?” “Is it possible to forget the Lord of Arar”??? For. 
getting God, is death” is our poet’s conviction and feeling.?8 


This complete self-surrender is expressed in the 95th hymn 
where the poet says that he has become the irredeemable slave of 
the Lord without thinking of any one?? and he cries, "You may 
sell me, O, Lord, I have come to serve You with all my heart’’.30 
In another hymn he says, “The five rulers of the senses are there 
to prevent me from going away from the wrong path. But in spite 
of them my tongue praises You and I bind You to my mind with 
the garland of words?! He speaks of the pleasure of the com- 
pany of the followers of the Lord and his spiritual regenera‘ion 
thereby. “I shall become the slave of Your followers”'.* “Having 
become Your servant, I have served Your followers and have 
heard all that has to be heard’’.88 “I shall become the slave of 
Your followers" is the refrain of H. 52. “Your followers are those 
who save mealso” is the refrain of H. 75. He speaks of his worship 
through music and poetry, begging of the Lord for the path of 

Tapas.* He comes with the followers, with flowers in the hand, 
love in the heart and tears in the eye”.5 He is sure of his salvation 
and birthlessness.*% “J thought of You and You at once entered 
my body”? and “You have ordered me to think of You and I have 
become devoid of all anger and disease”.38 “Wherever I may think, 


there You become one with me” ” The 58th hymn gives us an 
idea of the Lord coming and saving him. 


25. Refrain of hymn 1. 
26. Refrain of hymn 38. 
27. Refrain of hymn 59. 
: 48: 3. 
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IV | 


SELF CONDEMNATION: 


In moments of selfcondemnation, he cries in despair: “Tell 
me a way of escape" is the refrain of hymn No. 3. “I am frighten- 
ed, O, Lord” is the refrain of hymn No. 8. ‘I have not thought 
of You for many days and wandered about like a devil". He 
speaks of his fear of the delusion of a false conclusion and torment 
of doubts all through the varied births and deaths and through 
the persisting progress in spite of them:'! “ Tuyakku mayakku””.42 
“I am afraid of the karman” — This he repeats very often. In 
such moments, he feels sulky and cries, “Should You not excuse 
my faults’’?44 “Is there no Lord but You, if You cannot excuse 
my faults"? — The 14th Aymn is in this strain. So also are hymns 
Nos. 89 and 95. 


V 
REPENTANCE 


This self-condemnation is the sincere repentance of a soul 
reaching higher spiritual spheres when it looks back on what ull 
now appeared to be an eternal past, which will have no end. This 
repentance moves the heart of the readers. Even when we read 
the enumeration of the gruesome faults, there arises in our mind 
that the heart from which this cry of sincere repentance has gone 
forth, has become completely purified and spiritualized. 


This repentance is a sure and certain sign of conversion — 
moral and spiritual. There can be no trace of evil or sin, all of 
them having been burnt away in the divine spark of this repen- 
tance, this fire of love, bearing no separation from the Lord. This 
cry of despair is the surest way of attaining God, says Manikka- 
vācakar: ‘‘Alutal unnaip peralame”’.*° In the very hymn of self- 
realization where drūrar had the vision of God at Kalumalam, he 
gives expression to this great truth: “Except to those who con- 


template on Him, and weep with tears in their two eyes, His: two 


40. 7: 1: 2. 

41. 7: 35: 10. 

42. See Acarya Hrdayam 2: 12. 
43. 7: 54: 6: 7: 54: 8; 7: 58: 6. 
44. 7: 70: 6. 

45. Tiruvācakam, Catakam, 9: 10. 
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feet are not known’’4* — “Alu malark kanninat atiyavark kallāl ārivari 
tavan tiruvati iņai traņtum”. 


IV 


PURIFICATION: 


Therefore, it is clear the process ultimately consists in puri- 
fying the mind and the heart. You think of Him for a minute 
and He makes that heart His abode. He exists as the unique one 
to the mind of those who think of Him: Karuttāra urruļanām 
oruvan. If the mind is oriented towards Him, He rushes into it. 
If soul is hungering for God, God is also hungering for soul. 


. Our poet speaks his hankering after God, in terms of his hunger 


— '*Paciyai ottē nin kaņtēn””.'8 God's hunger is greater than the 
hunger of the soul. ‘If you just think of Him in the corner of 
your heart, He rushes and fills up the whole heart’ — **Pāvibpār 
manam fāvikkoņtān”,49 a statement reminding us of the Prophet 
Mahommad’s saying, “When man walks towards God, God runs 
towards him”. It looks as though he has no grandeur elsewhere. 
"He shines’, our poet says, ‘in the mind of those who ever think 
of Him’ “Cintittenrum ninainteluvarkal cintaiyir rikalum Civan’?.®° 
«He isin the mind of those who worship’ — ‘‘Vantippartam mattatti- 
tullan. 51 "He never leaves off His attachment to the mind of those 
great loving souls’ — “Métakutan pattar manattiraiyum partu 


vitátavan"*.9 "His abode, for ever, is the heart of those who have 


taken Que in Him — "Tamakku entum irukkai caraņataintār 
nefcatkontan" 5 It is not only contemplation and self-surrender 


but also love and hankering after Him that are emphasized — 
“Urukil uļļutaivām”.54 If you melt in love, He resides in your 
heart’. “Thereafter, He is in their mind 

D E S 
and He is all the Subject matter of the whole world? — **Warpata- 
menīuņaīvār cotpatamar Civan”;5% "Vāyār manattāl ninaikkum 


He is in their tongue 


a 
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avarukku aruntavattil tūyār””.55 Therefore, once He takes possession 
of the heart, the saint does not think that he thinks, he acts or he 
sees, or he moves in the world; God alone thinks, lives and moves 
thereafter. Has not St. Paul said, “It is not I that live, but Christ 
dwelleth in me”? And the Saiva Siddhānta Philosophy speaks of this 
stage as the transformation of the ‘Pasukarana’ into the ‘Patikarana’ 
the organs of the soul becoming the organs of the Lord. 


VII 
THE MARKATA AND THE MARJARA: THE MONKEY AND THE CAT: 


All this process of spiritualizing or sublimation is looked upon 
only as the work of the Lord. It is true in some places the saint 
speaks of his going to the Lord, but the Lord leaving him in the 
lurch. This may remind us of the ‘markata nyāya” or the way of 
the monkey, where the young one of its own accord clasps and 
embraces the mother monkey. The other way is that of a cat, 
‘marjara kisóra nyāya” where the mother carries the kitten by 
its own mouth from place to place. It ought not to be concluded 
that our poet advocates the former way as the real truth. What 
he speaks in a sulky mood, is acry of despair. He has been 
emphasizing again and again the doctrine of Grace. In one verse 
he clearly states: “The Lord had come without my knowledge to 
make my stony heart melt, showed His feet and removed my 


fetters’’.®7 
VIII 


THE COMPANION: 


Our poet feels that the Lord has been with him always as 
the invisible companion even when the poet has been leading the 
path of faults. He was his support and help in times of his danger 
— «En itarttunai’’,®® when the Lord appeared to him as though He 
was the friend of the poet and none else. He was his comrade— 
* Tolan'*9 a comrade who however was a saviour ge eU 
n” The poet speaks of the Lord as his envoy or tutan, 


tolan’”’ .®° 
56. 7: 19: 10 
57. 7: 67: 
58. 7: 26: 2 
59. 7; 51: 10 
60. 7: 84: 9 
61. 7: 84: 9 
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perhaps the invisible messenger whispering in the hearts of others 
and changing their minds to the benefit of the poet. In this 
connection the tradition is that this word ‘titan’ refers to the Lord 
going as a messenger to Paravai to appease her jealousy against 
Gankili. These terms ‘tunai’ 2 ‘tolan’,® and *tutan'** are emphasi- 
zed by the traditionalist so that the path of our poet's worship 
may be described as the path of the friend. As such, the poet 
describes the Lord as having been his companion in all his faults 
—“Tolanumay yin ceyyum turicukaļuk kutanaki’’;8 ‘‘Tolamai arulit 
tontanen ceyta turicukaļ porukkum nātan””.*% The spiritual significance 
of this will be explained later on when we quote Sri Vacana Bhūsa- 


nam, where how the faults are transformed into the good efforts 
of the soul is explained. 


JIVANMUKTA: 


The alternating feelings of elation and self depression are 
found even in the stage of Sivoham Bhavana. In a moment of 
depression he says, ‘Unnaippol ennaip püvikkamüttem",9 but in a 
moment of confidence of joy he speaks of '"Nānāya paran”. The 
soul is ultimately purified and gets itself lost in the Absolute, 
Everything is felt to have been performed with nothing more 
to be achieved — "Kēttēn kētpatellām piravamai  kéttolintan’’;® 
“Yatinukkacaip patukzn"." This is the feeling of the victory of 


the absolute achievement and perfection. The jivanmukta feels 


he is a ‘kytakrtya’, one that has performed all that has to be per- 
formed and exclaims, *Pürnoham! —I am the fullness of a plenum’. 


x 
PROGRESSIVE SUBLIMATION: 


The working of Karma has been described in terms of love. 
The law of karma is, from one point of view, the law of cause 


62. 7: 26: 2; 7: 64: 8. 
63. 7: 51: 10; 7: 84: 9, 
64. 7: 84: 9. 

65. 7: 51: 10. 

66. 7: 68: 8. 

67. 7: 54: 5. 

68. 7: 38: 4. 

69. 7: 21: 2. 

70. 7: 15: 3. 
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and effect based on the uniformity of nature. This is, however, 
mechanical and does not appeal to our sense of justice and fair 
play though it is necessary for preventing crimes. Therefore, the 
idea of a divine ruler holding the scales even arises. This leads 
from the preventive theory to the retributive theory of punish- 
ment which is one way of looking at the worth of the theory of 
karma. The individual has a worth of his own and he cannot 
be sacrificed completely for the group, in the name of prevention 
or retribution for attacks on the group. The conception of reform- 
ing man emphasizes the fact that apart from the group there is 
the individual to be saved. The reformed or purified individual 
glorifies the group as well. Punishment becomes thus reforma- 
tion. Today crime is more often looked upon as a disease of the 
mind and reformation itself is spoken of in terms of cure. Today 
this cure is becoming a matter of education and culture, through 
the provision of proper environments and experiences. Sometimes, 
people even speak of changing the world through conditioning the 
reflexes but if the individual worth and freedom are forgotten 
when man is made a machine, there cannot be any moral grandeur. 
Therefore, freedom of will is asserted and the erstwhile conception 
of the ruler or king becomes now the conception of a doctor and 
a teacher and the method adopted by the Lord for saving the 
world is spoken of as a medicine or “maruntu’,” the Lord Himself 
being described as Guru or Master.” But in all these cases, the 
Lord or God stands away from man. Therefore, the ruler is 
feared; the teacher is revered. To make this relationship between 
God and soul very intimate, God is spoken of as the father and 
the mother,” but the relationship even here is not so intimate 
as to be one of communion. To avoid this, God is spoken of as 
an intimate friend and comrade.” Even this appears to be a kind 
of exterior relationship. The most intimate relationship is that of 
the lovers and, therefore, God is spoken of as the beloved of the 
soul. ? Love works such a great transformation that all the 
erstwhile selfishness is completely destroyed. There 1862 kr 
self-sacrifice and self-surrender in love. Here, there is no S ns 
but freedom. God also ceases to be dictating from a higher 


71. 7: 27: 3. 
72. 7: 62: 4. 
73. 7: 53: 3. 
74, 7: 26: 2; 7: 51: 10; 7: 84: 9. 
75. Hymn, 37. 
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pedestal. He becomes the Soul of the soul inspiring every one of 
its acts. 


Karma thus becomes Dharma and the divine play of His ila 
of krpā (mercy). As Appar says, ‘Mountains of sins disappear 
by a spark of His love even as mountains of firewood are burnt 
away by a spark of fire? — “‘Vinnura atukkiya virakin veovalal uņņiyi 
pukil avai onrumillaijām pammiya ulakimil payinra pāvattai nanninin 
raruppatu namaccivayave" "9. Therefore, even this, is only according 
to the law of karma when it becomes the law of love. It is not 
the outward act but the intention that is important in judging 
the karmas. When the intention is defied, when every act of the 
saint is inspired by the Lord, there is really no act of the saint 


and there is no karma to be enjoyed or suffered by him. Thus 
is karma transcended. 


The feeling of self-condemnation, is a feeling of repentance 
revealing a purification of heart, a purity which is also expressed 
by our poet. The poet feels in a moment of self-condemnation 
that the Lord’s Grace is so powerful as to pardon all sins. Even 
the faults of his, are, he feels, loved by the Lord even as the dirt 
of the calf is licked away by the mother cow. This is the doctrine 


of Grace. Saktinipātam is the descending of this power of Grace 
on the soul. 


76. Appar, 11: 3. 
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CHAPTER III 


GRACE AND ETHICS 


DOCTRINE OF GRACE: 


Lord’s Grace or ‘Aru? is the Mother. Vēdānta Dēsikar's 
conception that while He loves rule, she rules love and overpowers 
might, is probably the same as that of Saivite conception of Siva 
and Uma; only the Saivites speak of a final stage when Sioa and 
Uma are but one. Pillai Lēkācārya's theory about the working 
of this Grace is more applicable to Ārūrar: though not his concep- 
tion of the Mother who according to Pillai is not Vibhu or infinite 
but only a mediatrix interceding on behalf of the sinner and sub- 
duing the retributive will of the Lord by Her overflowing mercy 
and thereby making the Lord the Saviour and the soul the mukta. 
The second part of Sri Vacanabhūsaņam insists on the spontaneity 
of Divine mercy as opposed to its attainment by our effort. Ac- 
cording to Pillai, “Responsiveness to Grace has more religious 
value than the responsibility of the jiva to merit it. Operative 
Grace like the free flow of mother’s milk is different from co- 
operative Grace whichis like artificial milk, and the upaya menta- 
lity savours of egoity”. Surrender brings on us the Absolute 
rain of Grace which is bestowed and not merited by egoistic effort. 
This, very well explains the doctrine of Grace which Ārūrar refers 
to as *Kurram ceyyinum kunam enak karutum kolkai”.! 

Our poet many a time and in many ways praises this Grace of 
the Lord. He is the Lord of Grace—‘Arulalaw’ —that is mentioned 
in his very first verse? and the place were the Le ee 
saved probably came to be known as ‘Arul Turai , the Ford o 
God’s Grace. Heis the munificent Lord and His Grace seems 
to beso unigue when it flows towards the posi me Himself 
to think about Him — “‘Tannai emat ninaikkat taruvāt”.3 He feels 


the munificent Lord is a companion, all to himself. The ‘saulabhya’ 
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— ‘elimai? is often emphasized — ‘Kanap pēņumavarkku eliyan,”4 
He makes the poet receive His sweet Grace — “Ennai innarul 
eytuvibpān”.5 He is *Piray' the Great One, offering all help. He 
is the divine tree which satisfies all desires — *Karpakam." His 
victories (of Virattána) are well known; but our poet, suggesting 
that all these victories are the victories of His Grace, describes. 
the Lord as the warrior of Divine Grace — **Tīruvaruļ cēr 
Cēvakan”.8 He is the merciful to all. He blesses all without say- 
ing ‘no’ — **Ellarkkum illai enmátu aru} ceyvàr."? He blesses his 
devotees by removing the affliction — “‘Pitai tira atiyarkku arulum 
Peruman?.° He is clothed in His Grace devoid of all miseries — 
“Allalil arulé punaivām”' (There is another reading "'purivan"" 
instead of ‘puvaivan’. Then it will mean that He will bestow His 
Grace upon us during the time of our miseries). He blesses us by 
removing our miseries — ‘‘Allal tīrt tarul ceyya vallam".? He 
destroys the karmas at once, even those ancient karmas — ‘‘Ollat 
val vinaikal ketuppam" 3 He helps those attached to Him: “He 
is One who will not get detached from them — '*Urravarkku uta- 
vum Perumán" j^ *Parrinarkku entum parravam".9 He is Good 

to those who come near Him, and who are attached to Him and 

who praise Him — “Nanninarkku enrum nallavan”;% *Parrinār- 

katku nallar"J" Yt is impossible to leave Him once you move or 

be m (communion with Him — “Viravinal vitutarkariyan’ 18 He 

ee all faults and removes them — ''Pilaiyaip poruppan";? 

ilaiyelām tavirap pamippün"*" That is His Grace which is the 
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very form of forbearance — “Kamaiyar karuņaiyinān””.2 It leads 


to Jnana; He blesses by removing doubt — “‘Cankaiyai nīnka 
aruļi”” 22 


II 


KARMA TRANSCENDED: 


Mind gets purified and the soul proceeds towards communion 
with God. The never ending cycle of karma is transcended. All 
the fetters and ignorance recede away like a mirage which has 
been deceiving and teasing us as though it were a beautiful pond 
of pure water in the desert — **Urāttunait térttewap pacam oruva””.2% 
Divine communion results. Therefore, his transcending the karma 
is very important because salvation is certain thereafter. Allour 
miseries are the result of karma and God removes our hunger — 
“Paci tirppan’’.24 He sets at naught to our calumnies beforehand— 
“Varumpali vārāmē tavirppan’’;® removes our sufferings — *Varut- 
tam kalaivàm";? removes our anxieties and diseases — "Kavalai 
Aalaivan"; “Pini kalaivān”; 3 **Kattamum | piniyum kaļaivān””;29 
removes them for ever — *'Allal uļļana tīrttituvān””;5% removes the 
obstructions — ‘‘Jtar tērkkavallān”1 and -the defects — ‘“Unama- 
yina tirkkavallan’’; removes the sorrow — “‘Tuyar tirppan? 32 This 
happens because the karmas — the ancient karmas (Pantai viņai- 
kal);33 cease to have any effect thereafter, receding away 
as a mirage. Our poet says this happens as soon as one falls at 
the feet of the Lord in self-surrender and the transformation seems 
to be so sudden that one has to speak there of the Grace of the 
Lord — *Tolalum iolvinai tīrkkinra cēti”;?4 “Ataiwar viņai tirkkum 


Ms ic NAM di »36 cc 7 
furivutaiyar”,35 *Pariyā vinaikaļ avai tīrkkum Paraman Paracuvār 


Dilo 73 X98 Zo 

22. 7: 19: 3. 

23. Sivajitānabūdham, Sut. 9. 
24. 7: 29: 3. 
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26. 7: 59: 7 

27. 7: 41: 5 

28. 7: 29: 3. 

29. 7: 59: 2. 

30. 7: 56: 10. 

Bil, ws Be we 

32. 7: 57: 8. 

33. 7: 56: 9; Ollai vinaikaļ, 7: 56: 8. 
34. 7:12: 9 

85. 7: 11: 1 

36. 7: 52: 4 


https://archive.org/details/muthulakshmiacademy ki" x m 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


1214 PHILOSOPHY 


vinaip parraruppam";" **Pāļām vinaikal avai tīrkkum Paraman’?;38 
**Pantitta vinaip partaruppan’’*® — Here it will be also seen that He 
uproots the karmas. Even their trace of previous attachment 
disappears — * Aritta Nampi atikat toļuvār noy" ;9 * Ataivār vinaikal 
aruppān?”;41 *Vinaiyai vitta nanzum nalla Natan”’; **Errum viņaikaļ 
tīrppār”.48 He is the medicine and nectar capable of uprooting 
even the strongest karmas to those who worship or circumambu- 
late Him — *Valam kolvāravar valvinai tirkkum maruntu”.4 This 
Grace of removing the karmas is bestowed upon all in this world 
— Ulakil ullār vinaikal tirppar.’*® That is the confidence of our 
poet, the confidence of universal salvation, for God is One who 
blesses all — **Ellarkkum illai ennātu arul ceyvār””.46 


Ill 
KARMA AND GRACE RECONCILED: 
l. Sivajūāna Yogi 


The working of the karma in bringing on this Grace of the 
Lord is explained by Sivajüüna Yogi id his commentary on Siva- 
jūānabēdham. All the good things we do, bring on good results 
but they are after all gold-fetters as opposed to iron-fetters of 
evil acts. But these good acts are called ‘Pacu punniyam’? because 
they are not done with the proper feeling of self-sacrifice in the 
name of God, when alone they will be Sivapunniyam. In the 
pacupunmiyam, the ego is not dead, whilst in the Sivapunniyam it is 
completely erased. How does one escape these fetters by doing 
good acts? Though the P acupunniyam is intended to benefit some 


others in the society, because the Lord is all pervasive, this act 
intended consciously for someonealso, 


* goes unconsciously to please 
the Lord ultimately. This way, 


Pacupunniyam leads to Sivapun- 


37: 
38. 
39. 
40. 7: 
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niyam. Therefore, the immediate result is the gold-fetters, but 
ultimately, on account of the Sivapunniyam accumulating and 
transforming the soul, it experiences the Divine Bliss. Sivajūāna 
Yogi asserts, this is the meaning of Arirar’s verse, “Vémpinotu tin- 
karumpu viravi enait tūrttīr” An ‘Vémpu’ or the bitter margosa-seed- 
like experience is the experience of karma or fetters. Divine bliss 
sweet like the sugar-cane is the unconscious result of Strahan 
In this way the soul is in the end completely transformed — 
‘ Tirttir’ 48 


2. Pillai Lēkācāryar 


Sri Vacanabhūsanam, by Pillai Lokacariyar, beautifully expresses 
this unconscious purificatian of our acts even in our physical 
and mental plane and it is worth quoting that part of the text 
here: 


"Trnpat vipūtiyilē — paripürmanupavam natavānirka, atuņta 
turukkāttātē, — tecantarakatanána putran pakkalilé pitru  hrtayam 
kitakkumapolé, camcārikaļ pakkalīlē  tiruvullam kutipoy, ivarkalaip 
pirintàl ārramāttātē, ivarkaloté — kalantu parimārukaikkuk karaņa 
kaléparankalaik kotuttu, avarraikkoņtu vyāparikkaik kitana —cakti 
vicésankalaiyum — kotuttu, kaņkāņa nirkil āņaiyittu vilakkuvarkal- 
entu kaņņukkut tērrātapati, urankukira prajaiyait tay mutukilé 
anaittukkoņtu kitakkumāpolē, — tànarinta campantamē hētuvāka 
vitamattaté, akavāyilē aņaittukkoņļu ātciyil — tofarcci — nantentu 
vitātē, cattaiyē nokki utankētanāy, ivarkal acatkarmankaļilē pra- 
varttikkumpotu mītkamāttātē, anumati tanattaippanni utācīnaraip- 
põle iruntu, mitkaikkitam pārttu, nanmaiyentu pēritalāvatoru 
timaiyum kāņātē, nerIiyaik kottippārttāl oruvaliyālum pacaikāņā- 
tolintal, aprapyamentu kanna niroté mīļuvatu; tatakkēra vitam 
perravalavilé, em ūraic commay en péraic conmāy en atiyārai nūkkināy 
avarkal vitāyait tīrttāy avarkalukku otunka nilalaik kotuttāy ennumāpūlē 
matimankayittu, ponvaniyan fonnai uraikallile 
k kalkalaficentu tirattumapole, Janmaparamparat- 
manusankikam enkira cukruta 
rrai onru pattākki natattikkontu 
kka moliyak kāņalām. 50 


cilavarīci  erittu, 
uraittu melukālē etuttu 
kaltorum, _yātruccikam pracankika 
vicésankalaik karpittukkontu, tānē ava 
porum.*® Laļitācaritātikaļilē ivvarttam curu 


47. 7: 46: 2. 

48. 7: 46: 2. : 

49. 384. Sri Vacanabhiisanam— 
56. 3: 83. Sri Vacanabhūsaņam— 


Edn. 1911. 
Edn. 1911. 
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A robber escaping from custody may go round a temple or 
any spiritual environment. Any sinner may call his friend, per- 
haps as a brother sinner but who in this country is as usual named 
after God. Pillai writes that God in writing the account of this 
soul gives credit for his having been in a holy environment and 
for his addressing the Lord by His name — “En araicconnay, en 
pēraicconnāy”.51 


The same idea is expressed by our poet — “‘Poyyé unnaip 
pukalvār pukalntāl atuvum porulak koļvānē””52 — ‘Even if those who 
praise You, do so without sincerity, You take it as sincere and 
true praise’. “‘Anpilarénum Emperumün enru eppotum aļaittavarkkaruļ 
cey ... atika} 53 — ‘Even if they have no love, You 


... bless those 
who call or utter Your name always”. 


3. Our Poet, Ārūrar 


We explained the working of karma as a kind of retribution, 
reformation, cure and education. When our poet sings of God 
as ‘a cheat unto the cheat,’ *Pu/luvarākum avarkku avartāmum 
Pulluvar’’ 54 **Etilàr tamakku ētilān”šē — ‘as a stranger to those who 
look upon Him as a stranger’ — there is the idea of retribution — 
paying them in their own coin. So also he expresses the same 
idea in the verse No. 60:4, where he speaks of the acts of previous 
birth inflicting in this birth. The idea of punishment is also there 
when he says, 'fPetabpal tanmaiyil nan pattatellam patuttāy : 
Here "patuttāy means punished or made one undergo.* Our poet 
speaks of the Lord punishing him with blindness.5” The reforma- 
tive theory of karmas is referred to when God is said to be refining 
and transmuting the mind and the soul 


SOS SECUN — " Tiruttit tirutti vanten 
cintai ttankol kayilāyā”.58 The curative theory, where the concep- 
tion of karma and of all our defects and our ignorance being a 


disease is also emphasized by our poet when he speaks of ‘‘Pantitta 


vinaip parraruppan”®® — ‘One who cuts away the fetters of karma 


: 41: 7. 
: 14: 9. 
5211553; 


> 4; 7:69: 3; 7: 89: l; 7: 89: 6 


. 
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in terms of surgery’ and of *Pjni kalaivay??60— 
the disease in terms of cure’. Our poet calls th 
as cruel disease of desire —*] 


"You who removes 
e misleading desires 
| "kai Vennoy".9 Identification with 
the imperfection *Apürnam and anyata” which is want of whole- 
ness is disease and the source of every misery. According to an 
Indian Saint the greatest illness is the disease of existence. Has 
not Tiruvalluvar said, “Pirapparukkalurrarku utampu mikai?" When 
the soul turns Godward forgetting its erstwhile identification with 
the imperfection, and aims at communion with the perfection it 
enjoys freedom from this disease and the bliss of spiritual health. 
God is therefore the medicine, ** Maruntanár".9 He is the medicine 
curing the chronic karma, “Valvinai tirkkum maruntu”,63 the medi- 
cine on the top of the mountain, * Malaimēl mamarunty??.%4 The 
last reference suggests the idea of ‘Sanjiv? or a rare medicinal 
plant. Maruntu also means nectar. He is the nectar accompany- 
ing us on our journey to salvation—“Valittunai maruntu’?® and we 
saw the Divine Bliss being spoken of as the nectar of sahasrara in 
the laya yoga of **Satcakras". The Lord is spoken of as ‘Amudu?’— 
‘Nectar’ by our poet himself.*% 


The Saiva Siddhānta Philosophy coming to the educational 
theory of karma speaks of the Lord creating 'tanukaraņa puvana 
pokam’, body limbs, the world and the objects of enjoyment, for 
the experience of the soul which has to be purified ultimately and 
saved through the experiences. This answers to the modern con- 
ception of educational institutions where the child is conditioned 
in the proper way through experiences provided there. The Lord 
is spoken of by our poet as a Guru, Gurumamam® and Cittan.? 
Real education according to the Hindus is the drawing out of the 
spirit inside and, therefore, the Lord is the most learned from this 
point of view — Paftan,"' the learned. The learned or the really 
educated, from this point of view, always praise Him — Periya- 


60. 7: 29: 3. 
6l. 7: 59: 2. 
62. 7: 76: 6. 
63. 7: 75: 9. 
64. 7: 27: 3. 
65. 7: 70: 9. 
66. 7: 58: 6; 7: 68: 7 etc. 
67. 7: 26: 4. 
68. 7: 62: 4. 
69. 7: 69: 9; 7: 80: 8. 
70. 7: 69: 9. 
T. 153 
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emperuman enru eppotum karravar paravappatuvam" ." The result of 
this kind of education or spiritual perfection is the removal of 
all miseries—‘‘Karra perumpulavar allal peritum aruppan.’?2 Edu- 
cation in this sense becomes in the end Divine Bliss—‘‘Karrg 
kalviyinum iniyan? 3—'God is sweeter than education’, the means 
though both are the same because God is the goal and the means. 
This education or spiritual perfection is not mere theory but an 

art and an aesthetic experience of God. We had elsewhere ex- 
plained the artistic mysticism of Arūrar and his conception of Art 

or ‘Kalai. From this point of view Ārūrar speaks of the Lord 

being the Art as well.asits meaning and significance. He is the 

fruit of the experience of Art — Elicaiyay icaippayanáy"."^ His 

All-pervasiveness is brought about by a reference to Art— * Kalaik- 

kelām porulày";'5 Pāttakat ticai ākininrān”;"$ *Pannarin Tamilàyp 

Paramaya Paraficutare;"" ** Palkalaiyiti poru” 78. 


IV 


THE BILLS OF LOVE: 


The spiritual process is explained in a still more intimate way. 
Indian books on rhetoric speak of the dictates of the Vēdas as the 
commandments of the Master to his slave, the Prabhu Samhitā. 
They speak of the Jtihasas as the counsel friends, the Suhrt 
Samhità and the Purāņas as the prattling of the child, the Sisu 
Samhita. Poetry is according to them the captivating speech and 
request of the beloved, the Kanta Samhita. Naturally Arürar's 
conception of Art leads us to this relationship of love between God 


A : : xperience of union or 
unity. From this point of vie 


(Alakan*? etc), and the purest (Punitan)80 and (Vinmalan.5* 


71. 7: 61: 11. 

72. 7: 73: 3, 

73. 7: 56: 5. 

74. 7. 51: 10. 

75. 7: 59:3 

76. 7: 62:3 

77. 7:24: 5 

78. 7: 62: 6. 

79. 7: 9: 1, 3, 5, 7, 9, 10: 
80. 59:24 6, 8 1, ld 
81. 7: 56: 11 : 
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Ārūrar addresses Him a ‘Alaka’s? and ‘Alakiyar’.88 The Lord is 
eternal and without end; ‘He is, therefore, to the poet, ‘the eternal 


Youth’ (Kulakan).84 To the beloved, He is the bridegroom and 
the beloved (Manavāļan),85 (Anpan),3® (Arvan),86a 


He is all sorts of relations of varying kinds of love. This can 
be interpreted in two ways. Since He is All-pervasive, every 
relation of ours is ultimately God. In another sense, all these 
relations of which we speak of in this world are unreal and ulti- 
mately meaningless and futile, the real, father, mother, brother, 
sister, son, wife, teacher, friend, king and Guru being the Lord 
and none but Him. We are His wealth and He is the owner — 
*Utaiyaw.8 He is our Chief or Leader (Kon).8 He is our Iraivan 
or Jraiyavan,9 the King or the Sovereign. He is the beloved Lord 
(Wāyakan):% ātan.”! In various hymns our poet, therefore, 
addresses the Lord as father, mother, master, the beloved, the 
brother etc. In this also our poet is following closely the footsteps 
of Campantar.9? 


Of all these relationships, that which is the most intimate is 
that of the beloved. The most intimate experience of the Lord's 
bliss is often spoken of as ‘Amudu’; the sweetest thing. The 
Vaisnavite commentators bring out the greatness of this concep- 
tion of *Ārā Amudw' which is according to them unique in their 
mysticlanguage. *Whilst sense enjoyment is exciting and exhaust- 
ing, the joy of Divine contact expresses the inexpressible joy which 
is satisfaction without satiation".94 This term ‘dra Amudu” is how- 
ever not peculiar to Vaisnavism but is the common basis of all 
Tamil mystic poetry. Appar mentions it. — Arürar calls the Lord 


82. 7:1:9; 7:3: 6; 7: 69: 2. 
83. 7: 87: 1-10. 

84. 7: 58: 5; 7: 62: 7; 7:76: 5; 7: 77: 4. 
85. 7: 70: 4; 7: 80: 1. S 
86. 7: 38: 10. 

86a. 7: 85: 3. 

87. 7: 91: 6. 

88. 7: 68: 2. 

89. 7: 40: 3; 7: 73: 4; 7: 75: 1. 
90. 7: 17: 7 

91. 7: 84: 9 


92, See hymns 13, 24, 26, 27, 28, 52, 73, 95. 
93. Sec Campantar-3: 46. 

94. Nammalvar: 2: 3: 1. 

95. Ap., 281: 1. 
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‘Amudw — *Nectar';%* *Tnnamudu! — ‘Sweet Nectar';? 


Nectar and *Kotilà Amudu” — ‘the Nectar free from all dregs?.100 
'The Lord is the sweetest experience and for want of words our 
poet speaks of Him as ‘Kannal — Sugar,?! 'Karumpu' — Sugar- 
cane. and ‘Katti? — Sugarcandy!? and also ‘Ten? — Honey.!4 
**Pavippar manattu uzum at tën” ,95 ** Atiyārkaltam ullat ten^*,106 << Tittik- 
kum tem", *Karumpin teļi” 08. ** Maņņavar niņrettum karumpu” 109 
“Teli ten? O “Tenita inmamudu, marratanirreļivu” „1 “Kannal 
innamudu”12 are the several metaphorical expressions used by our 
poet, sweeter by themselves. Of these, the last two expressions 
are the most sweetest as they mention that our Lord is the most 
sweetest quintessence of all the sweetest things. 


He is not far away. He is the beloved of our soul, ever in its 
embrace. Therfore, He is like the sweetness of the gooseberry in 
our very palm — "Arikai nelliyim palattitai amudu’ 313. The bliss of 
achievement becomes patent to them who contemplate on Him 
— “Cintit teluvarkku nellikkani? 314 But all these fruits of the world 
are nothing compared to His bliss and therefore our poet speaks 
of Him as the divine fruit of educational or spiritual perfection 


— “Kartula oan kani? 15 “Think of Him! How sweet is He!" — 
cries our poet and he further states, His very name is sweet in our 


96. 7: 28: 2; 7: 68: 1-9; 7:84: 7. 
97. 7; 21: 6; 7: 27: 2; 7:8 
98. 7: 51: 2; 7: 51: 4 fed noto 
99. 7: 26: 10; 7: 27: 7, 

100. 7: 70: 8. 

101. 7: 84: 10. 

102. 7: 54: 3. 

103. 7: 54: 3; 7:59: 10. . 

104. 7: 21: 6; 7::59: 10; 7: 68: 3, 
105. 7; 59: 10. 

106. 7: 67: 1. 

107. 7: 68:3 

108. 7: 59: 10 

109. 7: 38: 3 

110. 7: 70: 1. 

111. 7: 84:3 

112. 7: 84: 10. 

113. 7: 54: 3 

114. 7: 4: 3. 

115. 7: 51: 9. 
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tongue and there sprouts forth the nectar" —** Wāvilūrum Nalļāran; 
Amudu” 46 


The happiness is still further spoken of as "Inpu” and *Inimai'. 

He is the sweet bliss devoid of all miseries —“‘ Tunpamum turantu 

inpiniyan’’1” To praise Him is to enjoy the sweet bliss””—thus 

feel the Bhaktas and the Siddhas, “Pattar Gittar faraviniyān””118 

| (Thereis another reading pariviniyan instead of paraviniyān). He 

| increases the bliss of those who contemplate on Him. He is the 

sweetest bliss in communion—“Tilaittarku iniyan?9 *Bnak- 

| kiniyavau””12% —‘Fe is sweet unto me’ cries our poet. He is sweet 

not only to him but also to all his people —“‘ Tamarkkiniyavan? A21 

He is sweet, not at one moment or once, but all through the sevēn- 

fold births—‘Elumaiyum’.12 He is sweet to our heart— *Manak- 

kimiyavan".3 His all pervasiveness appears as His all pervasive 

bliss, sweet to the ear, swect to the eye, sweet to the nose, sweet 
to the tongue and sweet to the heart of the artist: 


** Panmitait tamil oppay palattīnir cuvat oppay 
Kannitai mani oppāy katu irut cutar oppáy" 14 
* Iļaikkum eluttirku uyiré ottiyāl 
ilatyē ottiyal unaryé ottiyāl 
Kulaikkum payirkkor puyalē ottiyāl 
atiyār tamakkēr kuļiyē ottryal” 1? 
**Vacattinar malark konzai yulļār”.126 


V 


ETHICS AND, THE ABSOLUTE: E 

The saint, when. he attains realization, transcends thus the 
wheel of karma and ethics. „But this is not a negation of moral 
laws but their fulfilment and transcendence to the higher, more 


^ 


116. 7: 68: 3. 
117. 7: 56: 9. 
118. 7: 62: 3. 
119. 7: 67: 1. 
120. 7: 72: 1. 
12173721 
122. 7: 72: 1. 
123. 7; 72: l: 
124. 7: 29: 6. 
125. 7:4: 4 

126. 7: 19: 2 
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wonderful and more mysterious harmony of the Absolute. Wester- 
ners often misrepresent it as a non-moral, if not immoral state. 
In the Absolute, all the contradictions, all the *dvandvas (dualism) 
are transcended and harmonized and therefore, it is beyond the 
‘dvandvas’ like moral and immoral which have meaning only in 
relation to the desires and activities of the self-conscious mind. 


'The ascent to the Absolute starts with the purified and moral 
state. "Therefore, there is no question of this path being immoral 
Ārūrar emphasizes this importance of ethics. He speaks of the 
removal of the faults, the removal of the angry mind, the false 
sense of prestige and the vain desire—‘‘Kiica nīkkik kurra nikkic 
cerra mana nikki vāca malku kulalimárkal] vaficamamai vālkkai acai 
nīkki”.27 He also refers to the necessity for conquering or 
transmuting the six passions.?* The worshippers are described as 
those whose mind has become calm, without being disturbed by 
the heat of the passions—**Ārum anpar’’.12® They are also describ- 
ed as the good—“Nallavar’’;!8° “‘Nallatiyar’?.181 They are those 
who have no end—“Antamilla atiyār'”.2 Our poet calls them as 
those who are devoid of all blots — *Pācarravar”';!33 “Unamilla 
atiyar"** and *Kurram il (tan) atiyār””135 — those free from all 
faults. They are free from confusion — * Malakkil (nim) atiyār”” 398 
They are so attached to Him that they know nothing else—'' Matam 
ujdiya afiyar 2" God is pleased with the character and behaviour 


of those who are capable of worshipping His feet—‘‘Kalal pēņa- 
vallār cilamum ceikaiyum kantuvappar" 138 i 


It is said that doing good to others is the highest Dharma. 
* Internal purity engenders this state o 


bas : f mind where this sympathy 
and pity become almost an instinct. Rāmānuja has truly said that 
he, from whose heart' escapes the cry ‘alas’ at the suffering of 


127. 7: 7:7 & 
128. 7:5: 8. 

129. 7: 19: 8. 

130. 7: 56: 10; 7: 79: 10, 
131. 7: 67: 2 

132. 7: 81: 8. 

133. 7: 50: 7. 

134. 7: 81: 7. 

135. 7: 84: 4. 

136. 7: 29: 8, 

137. 7: 81: 6. 

138. 7: 19: 9. 
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others can be sure of-his salvation. It is, therefore, wrong to 
assert that Hinduism develops selfishness in its spiritual develop- 
iment. It aims not at individual freedom but freedom from 
individuality — aims at the blossoming of the individual into the 
universal and the Absolute where there is not mere fretting and 
weeping but real love for all in that universal consciousness, if one 
may speak of it in those terms. . When this sympathy is absent 
there is no hope of salvation. When, the feeling of desolation 
overtakes our saint and he begins to condemn himself, he feels a 
revulsion at his imagined unsympathetic mind. “The helpless with 
eyes sunk low come and beg; even then I am not inspired by 
that power of sympathy” — “Kan kulintirappar kaiyil onrum 
itakkilēn”;139 “Ido not give even an iota to those who beg" — 
“Ciruc ciritē irapparkatku onīu iyém";4? “Wealth seems to be 
dazzling to me and I do not part with it" — “Kotukka kirrilēn 
onporul tannar”’.141 “I have not helped the desperate in any way” 
— ‘‘Alantarkal oruttarkku utaviyēn allen 142 


VI 


ARURAR’S ETHICAL EXCELLENCE: - 


The importance of the ethical excellence in inspiring the Grace 
is emphasized by our poet both positively and negatively. God 
blesses only those who have this moral grandeurī? and from those 
who are devoid of this purity and love He hides, not for ever, 
but till they are transformed.!t To those rooted in Truth, con- 
templating and recollecting His glories, He comes as the sa 
Truth and Heis untrue unto those who are devoid of this Truth. 
He increases here and hereafter the happiness of those whose heart 
melts in love — ‘‘Kacintavarkku immaiyoļu „ammaiyil inpam dies 
kum Nampi’46 He shines as the brilliant light of Truth to those 


139. 7: 59: 9. 
140 7: 60: 4. 
141. 7: 60: 7. 
142. 7: 73: 6. 
143. 7; 19: 9. 
144. 7: 19: 5. 
145. 7: 57: 11. 
146. 7: 63: 10. 
147. 7: 23: 9. 
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who praise with their tongue Truth itself.4" He hides from those 
whose heart knows no such love or pity.!t$ But if those think of 
Him for a moment with a melting heart, He enters their heart and 
resides ever taking it as His abode.* He is impossible of approach 
to those who do not come to Him with the loving contempla- 


tion. He is the Great and Birthless who never forgets those 


whose mind is free from deceit.!5l He goes not into the minds of 
those full of deceit.2 He does not come even for a moment 
near the deceitful heart.5? He is a Cheat unto the cheatsl54 — 
“Pulluvar ākum avarkku avartàmum pulluvanar’’ 155. Has not Sri Krsna 
said ""Dhyūtam chalayatām asmi?” — ‘I am the dice of gamblers'.156 
He is there in the mind of those who do not swerve from the right 


path.” He is the beloved of the virtuous — **Puriniyattār nēcat- 
tiņār” 158 


VII 


MORAL GRANDEUR OF SIVA: 


Our poet describes our Lord as the very embodiment of moral 
grandeur. He not only loves morality in His followers but He is 
Himself pure, holy and moral and helps his followers to become 
pure and moral. „He is the Truth — ‘Meyyan’ 159 He is the pure 
— ‘Punitan’;° the Holy — ‘Tirttan’ 161 He is the Holy of holies 
destroying sin — *Povittira pava nācan”;162 the very form of virtue 
— "Puņņiyam and Punniyamanan? 163 He is pure as the rare Tapas 
or He is the pure in His rare Tapas — ** Aruntavattir rüyar? 164 Our 
poet’s theory of Art or Aesthetics brings out this great Truth. In 


148. 7: 63: 10. 

149. 7: 11: 7, 8, 9 

150. 7: 19: 10. 

151. 7: 86: 8. 

152. 7: 19: 5. 

158. 7: 84: 7. 

154. 7: 11: 3. à 

155. Puļļuvar — Periya Tirumoli — 10: 7: 4, 
156. Gita 10: 36. 

157. 7: 45: 5. 

158. 7: 19: 2. S 

159. 7: 57: 10; 7: 86: 7. 

160. 7: 9: 2; 4,6,8, ll; 7:57: 11, 
161. 7: 77: 7. 

162. 7: 31: 8. 

163. 7: 40: 2 & 7: 96: 3, 

164. 7: 19: 10. 
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the Tirupputtur hymn, he sings of God alternately as Punitan or the 
Holy and Alakan or the Beautiful.16 The Beautiful Absolute 
therefore can only be the Purest. 


It is not the followers alone that are full of the virtues required 
for attaining the final release. He is both the goal and the means. 
In the path of love, He comes like the Beloved to the soul. There- 
fore, He is also pure, and holy,like Hisfollowers. He is not only 
the Lord and Pacupati, but He is like His beloved one, a Siddha, a 
Mukta and a Bhakta, though conferring siddhi and mukti on them 
and worshipped by Bhaktas, Saivas and Pāšupatas.!$ The Brahma- 
Janis who have achieved realization of the Absolute are some- 
times distinguished as Brahmavid, Brahmavara, Brahmavarya and 
Brahmavarista, and Siva, the Lord is also like the Brahmavarya, the 
Brahmavarista stage being Absolute quiescence. 


He is our great prince of Tapas, He the Prince, who frowns 
on the (misleading) five senses —“‘Pulanaintum cīru Nampi” 397 He 
loves the character and behaviour of others — **Cīlamum ceykaiyum 
kaņtuvappār”.!$$ His form itself possesses in abundance this vir- 
tuous character — ‘‘Cilantan peritum utaiyām”” 169 He is, therefore, 
the real attachment unto the true tapasvins — “‘Partinarkkenrum 
parravan" 370 He is the Dhàrmic saint — ‘‘Aravan’’ 1 ** Arggar 1a 
* Atika]? 13 the saint with the eye of Dharma—‘‘Arakkan enattakum 
atika” 1” the great gem of a master—''Gurumāmam”.L5 He is not 
only the learned,” but the leader of good conduct.!"? The phrase 


Sistacara speaks of sistas as such leaders. 


165. Hymn 9. 

166. Cittan—7: 52: 1; 
taravallān: 52: 1; Cittitti ram 
Paramap:. 7: 52: l; Caivatta cevvuruvan: 7: 82: 7; 


Muttan—7: 52 1; Pattan—7: 25: 3; 7: 52: 1; Mutti 
kāttum Givan: 7: 52: l; Pattar Gittar palar por rum 
us Pacupatan: 7: 22: 6, 8; 7: 69: 


1-10. 

167. 7: 63:4 

168. 7: 19: 9 
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He is full of those rare and good attributes and there is no 
comparison to Him in this respect — *Oppariya kunattan’? 178 
Because of the infinite attributes, He has a thousand names—‘“‘ Pēr 
ör üyiram".J? These groups of attributes are spoken of as being 
eight in number. According to the Jains these are: 1. Infinite 
knowledge; 2. Infinite perception; 3. Infinite power; 4. Infinite 
bliss; 5. Indestructability; 6. Absence of any name; 7. Absence of 
any class; 8. Absence of any limited life. As pointed out by Pari- 
mélalakar, the Sivāgamas mention these attributes in a different 
way: 1. Infinite bliss; 2. Infinite power; 3. Infinite Grace; 4. Omni- 
science; 5. Absolute self dependence relying on none else; 6. Being 
an embodiment of purity; 7. Being by His own nature free from 
fetters and 8. Being possessed of Absolute intuitive wisdom. He 
is, therefore, a mountain of these good qualities—‘“‘Kunakkunru’’ 18° 
The same idea is expressed in a negative way. The Absolute is 
a mountain completely devoid of all evils—* Tūtilā malati" 39! 
Siva’s attributes have no faults—'*Kurramil kunattan’’.82 He is 
perfect; His perfection is complete in itself—the Absolute; He is 
the fullness without any deficiency—'*'Kuraivilā niraivu”.83 He is 
perfect; therefore, there is no question of reforming, rectifying or 
improving this perfection—'* Tiruttalakatày"9* He is devoid of 
all faults— Unanmili*”1%5 or rather devoid of all deficiency. He is 
without birth which is the basis of all defects. He is *Uttaman' 18$ 
the Supreme Being who is possessed of all moral attributes. He 
is “Oppariya kunattan” who is second to none in moral perfection. 
He takes His place, therefore, in the hearts of those who are com- 
plete in their ethical perfection. The very term *Enkunaltàn' is 
mentioned by our poet to represent our Lord as having all the 


attributes grouped into eight in accordance with the Saivites” con- 
ception (Enkunattinan) 188 
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VIII 


SELF CONDEMNATION EXPLAINED: 


In a moment of desolation overcoming him, at the sight of the 
world, especially after his mystic experience of the Lord, our 
poet often bears on his shoulders the crushing weight of the 
faults of the world and sings because of this racial memory of the 
human race, his hymns of self condemnation. This self condem- 
nation paints the poet sometimes in the darkest colour, as the 
very embodiment of all that is immoral. As against Tapas and 
control of the five senses and their sublimation, which all form the 
path of the Lord, he speaks of his own slavery to the senses and 
of his being caught within the net spread out by the common 
women who entice by their beauty.'?? The whole of the 8th hymn 
speaks of his revulsion from this kind of life. 


In other places, he exaggerates his faults. He regrets that 
he cannot transmute the six passions in the path of the Lord.1% 
He speaks of this life as a life of falsehood’ and meanness.1*? 


He complains of his vain knowledge and of his behaviour of 
not walking in the footsteps of the just.!? He speaks of himself 
getting fatigued after having wandered like a devil or ghost. He 
calls himself a liar and a cheat,! the hard-hearted who does not 
love the feet of the Lord, being himself caught within the fetters 
of confusion,!* the cruel fool without any wisdom.!? He speaks 
of' wandering away from Lord doing all things false.!99 


He continues in this strain: His is a body of dirt;*% he whirls 


like the water of the whirlpool and so does his mind;?? he has not 


contemplated on the moral conduct and attributes of the Lord. 


7: 3: 9; 7: 26: 5; 7: 41: 8; 7: 52: 4. 
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He exclaims in despair: “I cannot escape the misery of the desires; 
I donot see the path”.2?2 “I have become fatigued having decided 
on actions which are not good"?93 “The karmas of the past inflict 
me in this birth and I have wasted my time as an obstinate 
fool”.2%4 «T have not learnt the truth of the arts or wisdom. I have 
done very very cruel acts. Alas! a sinner! I have committed many 
sins?.25 «J cannot leave off the faults of resentment. I revered 


none and did only improper acts. I wander about, resentful and 
obstinate’? .206 


“I do not speak except in opposition. I am not a a help even 
to those who follow me; alas! mine is a heart harder than 
stone’.20” “My path, my knowledge, my attachment, my rule of 
behaviour, all of these are very bad and cruel. I am fond of tor- 
menting and punishing others. I wander about doing things 
according to my whims and fancies".*8 “I am fond of wealth; I 
wander about in vain. I am no help even to any of those who are 
desperate. I am not an aid even unto those who are attached to 
me. I have nothing of propriety in me".29 “I do not care for 
others or my own people"??? “To every one I speak in resentment 
and opposition"? “Tam not capable of cutting awhy my mani- 
fold desires" ?!? «T am a cruel one”.23 “I am an evil one, a hard- 


hearted one never doing any act of good, a cruel one passionately 
attached to whatever is seen’’.214 


Our poet sings in this strain only in moments of despair when 
he feels for the world or when he feels he is away from God. This 
does not represent the truth about him but only the value he sets 
on ethics. : Having undergone the purgation he is the purest soul, 
an embodiment of morality. He himself gives expression to his 
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conviction. “I do not think of this body of fat as something per- 
manent. I took refuge only in mind which thinks of yr “J 
am not proud of this human birth. I shed tears when I think of 
it”.6 "I do not love anyone but you”.?!7 “I serve you without 
fear and what shall I aspire for?"?? “I have resolved to reach 
the ideal to be attained"? “I renounced my kith and kin and 
took refuge in you"? “I do not consider my relations as of any 
help".?! “I have left off or abandoned this life of worldli- 
ness”’.2 “I thought of your feet as the real and permanent thing 
of the world and I became rid of my anger’? — ‘Calam 23 **What- 
ever faults I may commit, I shall not commit any unto your 
feet’’.224 “Even if I slip and fall down I know of no other cry but 
of Your name”.225 “Even if I become fascinated by other things, 
I shall not commit any fault to your feet and even if I do, I have 
agreed to undergo all that you can do for me".?9 “I have not 
known my doing any excess"'.??? “I do not remember even a single 
fault I have committed”.22$ “I have not committed any crime''.229 
In spite of the five Lords of the senses I tether You to my mind 
with the garland of words" — “Aivar kākkinum vakkennum mālai 
kontu unnai en manattu àrkkinzen".?? Is not our poet a ‘Para- 


manaiyē pátuvar'? 
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PART III 
GOD 
Introduction 


In this part, the final goal is examined. God is love but this 
conception may lead to an emotional outburst.: The Tamilian saints 
including Arurar have emphasized the ‘Cit’ aspect of this lover of 
a Lord and this is examined in the first chapter of this part. In 
the next chapter, the bridal mysticism of Arürar is explained as 
usual starting from a study of the mystics of the world. The great 
contribution of Vaisnavite commentators on Nalayiraprabandham 
and especially on Nammaloar’s poems in elucidating the concep- 
tion of the mysticism of love which is oftentimes erroneously 
termed erotic mysticism — for mysticism of love or madhurabhava 
is as far removed from Ēros as deity from dust, utilized for explain- 
ing Arürar's mysticism of love. The theory that Saivism does not 
know this kind of ‘madhurabhava’? is proved to be incorrect; a 
comparison is made between Kysnalila in the Brindāvan and 
Ananda andava and Bhiksātana in the Darukavana — almost 
quoting the very words of Prof. Srinivasachariyar’s explanation of 
Krsņaism. Ārūrar's one great ‘akappatiw’ (H. 37) is also explained. 


The Purāņic mysticism which we studied earlier is found to agree 
with this mysticism. 


In the third chapter, Arirar’s description of the final goal is 
discussed, as the non-dual experience of the Absolute. I 
difficult to proceed further and label h J 
distinct philosophy: We conclude that like all other mystics he 
salicis in the harmony of all religions and philosophies—all the 
conflicts thereof being dissolved in Wh Bodl pales : 
the Absolute, which is everything Msperience. o 


S and which c “> Thy: i 
unless all the conflicts are thus harmonized as ot be eveything 


tis found 
im as the follower of any 
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CHAPTER I 


THE LIGHT OF LIGHT 


ILLUMINATION OF LOVE: 


The blissful love is not an emotional outburst but the joy of 


Jfiána or realization of.the Real, the Truth, the God, the Absolute 


Therefore, the Tamilian Saints are not so emotional as others, for, 
in them we find a harmony of emotion, wisdom, and moral acti- 
vity; if at all there is relatively a greater emphasis on jūāna.it is 
on jfana as love. This is a realization which is born of firm faith 
and knowledge devoid of all doubts and erroneous vision. There 
is the firm resolve of the mind — * Titariko cintaiyinar",! where the 
Lord removes the doubt — “‘Cankaiyai ninka aruli'? — for, other- 
wise nobody can come near Him; '*Cankaiyavar punartarkariyan” 3 
When there is this firm conviction and knowledge and unswerving 
contemplation He dances as they sing — ‘‘Wiccayattal mmaippularpal 
patum kāttil átalullir?.^ The Lord'is the pure form of true know- 
ledge. All the books of knowledge — '*Arankam", “Marai āran- 
kam” are revealed by Him,® or He is their very form.” Real 
knowledge as experience rather than as theory is considered to 
be ‘Uram’ or the greatest strength of intellecutal conviction vom 
of experience which cannot be removed by any means. ‘Uram is 
the word for strength and this has been interpreted by Pinkalantat 
and commentators on Tirukkural which speaks of ‘Uran ennum- 
totti” as referring to our knowledge and our poet calls the Lord 
the only Real which is this strength and spiritual Hneullechse — 


= 9 » 
“Uram ennum Poruļān””.? 
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1232 PHILOSOPHY 
II 


PURGATION AS ILLUMINATION: 


Karma and other fetters are from one point of view fetters 
of ignorance and darkness, a darkness which disappears when 
this light of divine knowledge blazes forth — **Tolvinai tirkkinra 
coti 39 *Irularuttarulum. tūya cēti':!l These references imply that 
the saint is equating “Vinai”? and “Irul probably as effect and 
cause. Tiruvalluvar speaks of “Irul eer iruvinai””!? and *Iruļ ninki 
inpam payakkum”.'5 That cause or the seed of all the miseries is 
described as “Katu zru 14 — ‘the terrific darkness’ and the Lord 
Himself as the “Katu irutcutar 9 — “the light within this darkness 
or the light which dispels this darkness" — a phrase which by 
the way will appeal to the psychologists like Jung. The real is 
obscured in this darkness and therefore the name and form of 
the various things in the world are but a kind of darkness hiding 
from vision the Reality; this darkness is torn away by the pure 


light of real knowledge which is the brightness of the Absolute — 
“Corpatapporul irularuttarulum tūya coti" 16 


III 
ARURAR'S LIGHT: 


This is how the path of purgation becomes the path of 
illumination which we see is also the path of love. God is the 
only great Light for all the eight points of the compass — 
** Enticaikku oru cutar” 1? Light, flame, brightness are all various 
ways of describing real knowledge which it the form of God as 
Cit, for, even the Vēdas express the inexpressible, only through 


similes and meta m “ier Rane. 
<«Rānavilakkoli” 39 anos as, “Curutiyarkkum collavonnāccēti” 71% 
AEE Seem COGS Tikal oft”? or enum cutar”, 
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11. 7: 68: 6. 
12. Kura} 5. 
13. Kura] — 352. 
14. 7: 29: 6. 
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*Paraficoti^.?3 The idea of this Absolute Light being also the 
Blissful Absolute is described poetically as **Amararkkiniya 
coti", the idea of Absolute Beauty is expressed as “Cuntarac- 
coli "5 Tt is eternal, never going out — '"Ņontā oncufar".?9 It is 
the Truth of truth, the Light of all lights — **Cotiyircoti? 27 though 
one however great may not see that Light of all lights by egoistic 
self effort, even when searching through the great lights — “Gutar 
münrium onrit turuvi mal piraman ariyāta Māttān'”.8 Its purity 
and holiness are referred to as ** Macaru cēti”.” That the Absolute 
does not depend upon anything else is spoken of in terms 
of a self luminous light — **Tūnņtā vilakkin narcēti”. That it 
transcends everything else, even the lights of the world and the 
soul is brought out by the phrase, **Parancutar’’;31 and Paraū- 
coti? 


IV 


LIGHT SEES LIGHT: 


According to the Hindu theory of perception, the like alone 
can perceive the like. The tongue tastes the element water 
because the tongue itself is a form of this element. The eye is a 
form of the element of fire and that is why it perceives light and 
fire. If there is the experience of ‘Cit’ or real knowledge it is 
experienced by that ‘Cit’ or real knowledge itself. For, there is 
no duality in that experience. He is the eye of our eye, the eye 
of our mind and the eye of our soul and the eye of the real 
experience of true knowledge — «Nānakkay 2 Thus is expressed 
His All Pervasiveness and His being the guintessence of every- 


thing, physical, mental and spiritual — “Kannay élulakum karut- 


tāya aruttamumāy .* 


23. 7: 12: 4. 
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V 


SELF LUMINOUS: 


Lord is self luminous as this real knowlodge. He is within 
our mind and is everything and when the darkness disappears 
through Tapas of cutting and polishing the gem of a heart, He, 
blazes forth as the beautiful light of that great gem. Our poet 
calls Him as ''Māmaņiccētiyām**35 — a phrase used by Appar and 
explained by him in his famous verse **Virakirriyimam" 39 This 
simile of a gem brings out not only the self luminous aspect but 
also its precious worth as the ultimate value and also the aspect 
of bliss because it is only endearing things and persons of love 
that are metaphorically spoken of as precious gems. He is the 
great precious gem of beautiful colour — “‘Kurumamani’’.37 Here 
is a pun on the word ‘kuru? which means when read as Guru, 
the spiritual master. The Lord is therefore the great precious 
gem of a master. Our poet is very fond of the precious stone — 
" Manmikkam" — the red carbuncle (a ruby-like red stone but con- 
sidered to be self luminous in the light of which the serpent as 
its owner is said to go about in darkness in search of its prey). 
He calls God the rare gem, 'Arumanmi";8 the beautiful and 
wealthy gem — *Tirumaņi” 9 the great gem — **Maámani",*? good 
gem — *Nanmani", the great gem of the Dēvas — **Vānēr 
māmaņi „4 The purity which appeals to our poet inspires him to 
describe the Lord as * Macilamani" 43. He calls the Lord ‘muttu’ or 
pearl, gold and ‘Cempon? — pure gold. He rolls into one, these 
īdeas of pracena gem and of the precious metal and speaks of the 
M i te is all pervasive, towering head 
o eam i erefore, our poet calls Him “ Manik- 
of carbuncle; **Kanakamal varai ^! — 


35. 
36. 
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the ieee 2 dede idea which: elsewhere our poet brings 
out through the w fs atti 48 7 

B a VOTOS; "Parametti 59 'Paraman'>,49 * Paramaya 
paramparan" ,50 “Periyaperumān” 9t € Māttān” 52 " Mattan" may also 
mean He who is the Lord of Mahat, the evolving Prkrti. 


VI 


TRANSCENDENTAL LIGHT: 


He transcends everything else and all forms of ordinary know- 
ledge. He is realized as an experience through intuition or mystic 
‘ananyabhava’. Therefore, He is described as One who has no 
equal or comparison, One who has no relation — *Obbamarác- 
cempon" 5? -Tannoppilan" 54 “Inaiyili”? 5 “Uravili” 58 That He 
transcends other kinds of knowledge excepting mystic experience 
or Brahmünubhava is also brought out by our saint in a most 
poetic way — *"Onrāvarivoņņā Mürti".58 He is the Lord of the 
form which cannot be known as anything distinct and which cans 
not be classified according to our ordinary sources of our know- 
ledge. It is impossible to produce any evidence — “‘Canru kāttu- 
tarkariyavan"'.9* God or Absolute is not something objective like 
the things of the world. It is the pure experience and that is why 
it is impossible to produce any objective evidence: 


*Ētukka lalum etutta moliyalum mikkuc 
Cotikka vēntā cutarvittulan enkal coti 
Matukkam nīnka luruvīr manampar ri vālmin 
Cātukkal mikkir iraiyē vantu cārminkaļē” 


Sev Campantar:®® “God is impossible to be reached even through 
contemplation by the mind; for, mind is but matter". “‘Acattila 
tariyātu” is Sivajitānabēdham.* He transcends matter. Even the 


48. 7: 70: 8. 
49. 7: 64: 6. 
50. 7: 27: 1. 
51. 7: 53: 1-9. 
52. 7: 67: 4 
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Vēdas cannot describe Him positively because He transcends all 
words: ‘‘Curutiyarkkum collavonnac coti’’.61 Even people who have 


reached higher spheres cannot measure Him, measure His infinity. 
He is a rarity to them — ‘‘Amararkkartyan’’.© 


VII 


CONTRADICTIONS RESOLVED: 


The insoluble philosophical problems relating to God from 
the point of view of ordinary knowledge lead to series of contra- 
dictions which are all however harmonized and solved in the real 
experience of the Absolute. With reference to the Bhiksatana 
form, the form of a beggar, this problem is mooted and the final 
solution of the real experience is given. ‘He becomes the beggar 
because He has nothing. Further He has become the beggar 
because He has everything” —‘‘Inriyé ilarávar; Utaiyarāy ilaravar’’. 
He is everything in the sense He is the basis, the adhisthana, the 
quintessence. He has nothing because none of these—the forms 
and names—is His true self—“‘Inriyé ilarávaró, anri utaiyarāy ilarā- 
var0?".9 He is the eternal youth—“Kulakan”,®® but yet the most 
ancient person—‘‘Palaiyan’’ 6° There is no beginning or end but 
He is the beginning of everything. He is theroot, the true cause 


in its entirety and the overlord of everything: *'Ādi”;%” “Malan” ;®8 
** Mutalvan^*:99 ** Mulumutal??.79 


That these contradictions and conflicts being ultimately resol- 


ved in a higher harmony is attempted to be explained by another 
simile — ''Akaramutalin eluttaki ninrày""! — a simile used by Tiru- 
valluvar."* ‘A’ is the first of the alphabet and God is the first of all 
the things transcending everything. In another sense the letter ‘A’ 


is the natural sound, first coming out when the mouth is opened. 
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The other sounds are its variations, produced by various kinds of 
obstructions in the organs of articulation. So also God as the 
basis of everything is the only pure self luminous thing; the other 
forms of the world are its Vikyti or transformations due to 
obstructions or veils. From this point of view all the letters are 
His form as the form—the ‘Vikrtan’. But this may not satisfy the 
dialectics. This is poetry; and our saint is a poet giving expression 
to his experience aiming at no philosophical explanation. 
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CHAPTER II 


BRIDAL MYSTICISM 


LOVE: 


The path of purgation is not only a path.of illumination but 
it is ultimately the path of Bliss. It is very significant that the final 
stage of spiritual realization is called Sivabhoga in Saivism. The 
final jāāna is looked upon as the blossoming of Love. Brahmajiana 
is Brahmanubhava. The significant words used by our poet in 
this connection are *"Kātal”,)! ““Anpu’’.2 All these suggest the rela- 
tionship of ideal lovers. This spiritual realization becomes a story 
of love of the soul, the betrothed becoming the wedded love, losing 
itself in the embrace and rapture of union with the Lord. The 
artistic mysticism uses this metaphor of Love, which, therefore, 
is sometimes erroneously spoken of as erotic mysticism. But it 
must be noted that there is nothing carnal or degrading about this 
love though there is the use of the language of sex. It is spiritualiz- 
ed love and there is no other way of expressing the inexpressible. 
Kantabhava (Karpu) is the experience of the bride and the bride- 
groom. Madhura Bhāva (Kalavu) is the experience of clandestine 


love. But all these are metaphors and symbols; for the Real 
transcends all these. 


II 
LANGUAGE OF MYSTICISM— MARRIAGE: 


This way of explaining the spiritual experience is another 
universal characteristic of the mystics. The divine SERGE 
cording to Plotinus, the real marriage of which the marriage of 
earthly lovers — a blending and communion with each Ec is 
a copy. The Psalms sing in the same strain: “My Beloved is 
mine and I am He” is their song of union ASĀ a 
īdentity. mounting to 


1. 7: 6: 7; 7: 41: 9. 
2. 7: 86: 1; 7: 94: 9. 
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The Christian mystic, St. Bernard, speaking in the same 
language of love refers to the spiritual marriage with Jesus who 
is the real Bridegroom of the soul? Henry Suso looks upon God 
as Love. John of Ruysbroek describes the ladder of love where 
there are touches and tastes of divine love as a result of which 
the soul is consumed and purified by this fire of love when this 
meeting of lovers -- the Soul and God — ripens into the Bliss of 
union, only to be followed by the wretchedness of separation 
inspiring a God hunger in the soul which is finally appeased in 
the Beatific vision after the complete purification of the soul.” 
St. Teresa (her autobiography) has experienced the ecstasy of the 


Spiritual marriage with Jesus, the Bridegroom in which all fleshy 


feelings were ravished away and where all the faculties were 
suspended, when all sense of separation was swallowed up.* 
St. John of the Cross sings thus of this marriage of delight: 


“Upon my flowery breast 
Wholly for Him and save Himself for none 
There did I give sweet rest 
To my beloved One.””> 


According to him, like a drop of water mingled in wine, like 
glowing iron becoming firelike and like air flooded with sunlight, 
the soul is transformed and deified in the unitive stage. Walter 
Hilton or Hylton awakens Christ sleeping in his heart when reason 
becomes Light and will become Loveas a result of self naughting; 
whereafter comes the waking sleep of the spouse followed by the 
tasting of the heavenly savour Juliana of Norwich naughtens 
the visible things for the vision of God where ‘the love between 
the soul and God is never dissected and where the wounds of 


love become the divine healing of worship." 


3. Western Mysticism by Dom Cuthbert Butler, Canticle lxi. 2, p. 141 — 
SR E E R. Inge, p. 173, Edn. 1899. 


istian Mysticism by W. ats TES 
T E LN nuptiarum referred to on p. 169, Christian Mysticism, 


ibid jx 
See Ghristian Mysticism, ua m 
i «The Obscure Night o 5s 7 
A pe of beo Christian Mysticism, W. R. Inge, ibid, p. 197 ff. 
Christian Myslicism, ibid. P. 201 f. 
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In Islamic Sufism or mysticism, we find the use of the 
symbolism of wine, kisses and embraces which signify the 
spiritual love and raptures of communion. Rabia of Basra, the 
Moslem St. Teresa, loses herself in union with the eternal beauty 
of God, like Andal and Mirabai of our land. Hallaj, the Saint of 
Baghdad sings, *T have become He that I love and He that I love 
has become myself” and his explanation of his experience is that 
the Divine I lives in the void of egoistic I, but when egoism is 
destroyed by Grace and a real intimacy develops between the self 
and God as the lover and the Beloved, an intimacy that is a burn- 
ing endearment which is more mine than myself; where the 
intellect, under the influence of love becomes intuition and love, 
ripens into ecstasy and God intoxication, all this love of the soul 
being love for love’s sake, love for God Himself and not even for 
its experience as of the ecstasy of divine union, this Love finally 
leading to the Beatific vision of God in paradise; where rapt in 
Divine love the mystic is transformed into God.  Jalal-ud-din 
Rumi, the great Sufi describes the reciprocity of love and trans- 


cendental union after its renunciation of sense life and its going 
away beyond the intellect and he sings:8 


“With Thy Sweet Soul, this soul of mine 
Hath mixed as Water doth with Wine. 
Who can the Wine and Water part, 
Or me and Thee when we combine? 


Thou art become my greater self: 


Small bounds no more can me confine. 
Thou hast my being taken on, 


And shall not I now take on Thine? 
Me Thou for ever hast affirmed, 
That I may ever know Thee mine. 
„Thy Love has pierced me through and through, 
Its thrill with Bone and Nerve entwine. 
I rest a Flute laid on Thy lips; 


A lute, I on Thy breast recline, 
Breathe deep in me that I may sigh; 


Yet strike my strings, and tears Shall shine? 


8. The Festival of Spring by him, Translation f. 10 
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It is because of this that Tirumūlar identifies Love with the 
Lord. Love is deified; Shelley sings: 


“Love wrapped in its all dissolving power 
I saw not, heard not, moved not, only felt 
His presence flow and mingle with my blood 
Till it became His life and His grew mine 
And I was thus absorbed”. 


III 
LANGUAGE OF SEX: 


The language of sex is appropriate but must be interpreted 
as having a spiritual meaning. Edward Ingram Watkins? in 
explaining the Catholic mystic languages emphasized the fact that 
the male element is operative, active, and directive, whilst 
the feminine is responsive and receptive thus each being comple- 
mentary to or co-operating with God. To Coventry Patmore, the 
mystic poet, a true woman is God’s image infusing clod with 
purity. The Christian mystic Richard of St. Victor, speaks 
of four stairways of love: (1) the betrothal where the soul thirsts 
for the Beloved; (2) the marriage, where the Absolute leads the 
soul as its bride; (3) wedlock, where the soul is oned with God 
and transfigured into Him and the (4) the copulation or union 
when the soul is caught up to divine delight. According to 
Miss Underhill, the simile of marriage and the embrace is a parallel 
on a lower level to the consummation of mystic love owing to the 
virtues of mutuality, irrevocableness and intimacy, the well known 


marks of ancient marriage.” 


IV 


HINDUISM: 1. KAMA: 

The bridal mysticism is explained at length by the commen- 
tators on WMammalvar’s poems. The Cankam literature bas idea- 
lized love; its poetry of love is the poetry of the noumenon. Alvars 
and Nayanmars speak this language of love in giving un 
the their mystic experience. Kama, there, 1s not Bārts Mad 
sensual passion, it is the Bhagavat Kama, spiritual love. | am 


id 1919, P. 330 jf. 

i i hy of Mysticism, Edn. I2: ijas x 
i 5 ee Violentae Charitatis” and Mysticism, by Under- 
hill, Twelfth Edition Revised, p- 139. Y 
11. Mysticism by Miss Underhill, ibid, 


T. 156 


p. 138. 
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nukkē am atu kāmam is the Vaisņavite explanationJ* That is, 
“To love Lord Krsna and none else is real love”. Visaya kama is 
an inverted shadow in water of the real Atmakama. When, there- 
fore, instincts are harmonized and spiritualized they become the 
eternal creative expression of Divine Love. The Ītu (the classic 
commentary on Nammālvār) refers to the conversation occurring 
in the Brhad Aranyaka Upanisad between the Saint Yājūavalkya 
and his wife Maitréyi when the Rsi develops and generalizes the 
reply of his wife: “Verily is the husband dear, not for the love 


of the husband but for the love of ātma. Everything is dear not 


for the love of everything but for the love of ātma is everything 
dear. The ētma should be reflected on and realized? 33 ‘This is 
also the meaning of Appar’s statement, 'Ennilum imiyam oruvam 


ulan ... Innampar Īcanē”* ‘There is One (the Lord Innampar) 
dearer to me than myself”. 


2. BEAUTY: 


The importance of the conception of God as Beauty becomes 
significant when the Lord steals our hearts “Ugam kavar kalvan’’® 
and Patiran’®* when He as the Purusottama, where all souls become 
His Beloved in love with Him, a love which transcends even the 
love of the husband and wife. Every soul according to Mira Bat 
(born in 1499 in Mārwar) is eternally feminine and she cries, 
“Why callest thou man as man? There is only One He, and that 
is God”. The Bhagavat Kama is beyond the married love of the 
world. There may be in this world the feasts to our five senses 
but the mind which has attained equanimity seeks for the Lord 
beyond these five Lords (the senses) even as Draupati has said.!” 
The husband is forgotten because of the love of the real Husband 
Qr Purusottama. This language of clandestine love or extra marital 
love is not a negation and cancellation of human marriage but a 
‘transcendence. Being on two different levels there is no conflict 


or um E Rm Once this is realized, sex is understood 
= the magical desire,! of the Divine Lover, the artist, the divine 


12. Ramānuja Nūrtantāti. by Ti : 
189 iv. i. 6. t. by Tiruvararikattamutanār, v. 40. 


14. 134: 1. 
15. Campantar 1: 1: 1. 
16. Árürar 7: 86: 2, 3, 4, 7. 


17. Villi Bharatam, Palam poruntu "n 
18. Kiri of Ārūror — 7: 78: 2. i aie in Aranya Parvam Verse 21- 
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charmer? by which the animal instinct and lust are transmuted 
into divine intuition. 


3. THE LOVING COUPLE: 


God is Love and itis a dynamic love abhorring its solitude 
and hankering after union with Soul. The Brhad Aranyaka Upa- 
nisad explains this truth inthe form of a story.2° “Brahman was 
alone before creation as the Sat without a second as “kaki? and 
was not pleased. Aloneness gave it no joy; He desired a second 
and He divided Himself into twain”. He became Sriyahpati, the 
Lord of Sri, the Mother of the Vaisnavites; He became Ardhanari 
(half male and half female) of the Saivites. The cosmic drama 
depends on this self division into loving pairs.?1 


4. ITS SIGNIFICANCE: 


Prof. Srīnivāsāchāriyār brings out the importance of this con- 
ception: ‘‘To say that God creates the world out of nothing or 
that He makes it as a potter makes pots is meaningless and mecha- 
nical. Likewise, the view of the dialecticians who dissect living 
Reality into contradictions of thesis and antithesis and then unite - 
them as synthesis is a mere metaphysical abstraction. When they 
say that the ‘one’ opposes itself as two and then reposes in itself, 
that the one enters into its opposite and then returns to itself and 
that the ego opposes itself as the non-ego and then returns to itself, 
they start with contradictions and fail to co-ordinate them. But 
the Vēdēntic view of God as Love avoids the defects of theism and 
monism and affirms that God as love is dual existentially and 
non-dual in experience. It is the Divine art of creational sponta- 
neity which may be portrayed through the aesthetic language of 
poetry, music and dancing and the symbology of srngara rasa. 
Rhyme has more value in the mystic plane than reason”.% 
Prof. Srinivasachariyar’s explanation is noteworthy. 


V 


BHOGA AND YOGA: 


While mystic experience may be 
or Bhēga (ascetic introversion Or he 


gained by the way of Yoga 
donistic extroversion), the 


19. Pafiran—7: 86: 2, 3, 4, 7. 

20. 1.iv.3. 

21. See Appar: hymn, 3. 

22. Mystics and Mysticism, pp. 298-99. 
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way of Bhóga or aesthetic religion has an irresistible appeal to the 
mystic who follows the method of Bhagavatkāma. The Lord is a 
Yogi to the yogi and a Bhēgi to the bhēgt** and followers of God 
follow both the paths of worshipping the Lord. Campantar says 
of God in his marriage hymn: “‘Pokattan yēkattaiyē purintānē”” 24 


. Nampi Ārūrar sings of the followers of God: 


*€Pulkiyum talntum pontu tavam ceyyum 
Pēkarum yokarum pularivāy mūļkac 
Cellumā Kāviri” 25 


Our poet calls both the Bhēgis and: Yogis as Tapasvins and there- 
fore the Bhēgis are those who enjoy Bhagavatkāma. 


V 


V AISNAVISM 


But it is very unfortunate that this Bhoga method as Šiva- 
kama has not been so very well emphasized. Bhagavatkima is a 
phrase well known. Sivakima is not so very well known though 
the Mother Goddess as the embodiment of this love is known as 
Sivakami inspiring the very Dance of Siva. It is because this 
explanation of Saivismis not so well known asit deserves, that the 
great exponent iof. Hindu mysticism, Prof. Srinivasachariyar dis- 
tinguishes Sri Vaisnavism from Saivism and classifies the latter 
with Christianity and Islam as those knowing ‘not this method of 
Bhoga. He writes in his “Mystics and Mysticism”, ‘In organized 
Christianity, Islam and Theistic Saivism, God is the Holy and devo- 
tional mysticism is aroused by the creator-creature feeling and it 
does not foster affinity.”* The distinguishing feature of Sri Vais- 
navism and its importance are well brought out by the learned Pro- 
fessor: “But in Sri Vaisnavism, especially in the: incarnational 
mysticism of Sri Krsna, God is Beauty and the bridal mystic: 
is captivated by direct contact with Him. The ;sis of Danda- 
karanya were so much smitten“ with the beauty of Rāma the 
Righteous that they were born as Gopis ‘of Byndavan to relish His 
beauty and revel in it. n Krsņa is the Holy of Holies ( yūgēšvara) 
without any touch or taint of sensuality and sin; but He humanizes 
23. Sivajitānacittiyār-1.50: 

24. 3: 125: 7. 
25. 7: 74: 3. : 
26. Mystics and Mysticism, p. 303. 
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Himself, as it were, and plays the game of love in the eternal 
spiritual world of Brindāvan with a view to destroying the tysņās or 
thirsts of the flesh and divinizing the human finites. Why the 
Absolute divides itself into finite centres and why there is so much 
ignorance, evil and ugliness of bad karma and kāma in the world 
are questions that admit of no solution; but mysticism has dissolv- 
ed the problem by transmitting lust into love and éysua into Krsna 
as is witnessed in the lives of mystics like Suka””.2” 


VII 


AKAPPATTU—SONG OF LOVE: 


This characteristic feature so very well emphasized in relation 
to Sri Vaisnavism is not foreign to Saivism. The Vaisnavite com- 
mentators bring out the beauty of the Akappatius or love songs of 
Alvars by renaming the saints as feminine poetesses: Parankusa 
Nayaki (Tirumankai Alvar), Sathakopa Nāyaki (Nammālvār) and Kula- 
šēkhara Nayaki (Kulaszkhara Alvar). The Saivite saints who have also 
composed Akapporul hymns in a similar strain may, very well be 
renamed as fūānasambanda Nayaki, Vāgīša Nāyaki ( Tirunāvukkaracar), 
Sundara Nāyaki (Arürar) and Manikka Vacaka Nāyaki. That this 
Bhēga mārga or aesthetic religion of Sivakama is not unknown to 
Saivites; we have shown with the help of references from our poet 
and Campantar. The bridal mysticism of our saint is beautifully 
brought out in Arürar's hymn in No. 37, and we have tried to ex- 
plain the Aymn in the light of Vaisnavite commentators—the very 
commentators whom our Achariyar follows. 


„VII 


THE PLAY OF LOVE: : i 1 ; 
on or višlēsa that is sung in this hymn though we 
hile union or sar$šlēsa. What our Profes- 
this drama of samslésa and vislésa, 
in aj riate introduction to 


It is separati 
get glimpses of the erstwhi 
sor. states about this līla of love, à 
union and separation, may form an appropria 
the said hymn of Ārūrar. 
in the process of what is known as. 

The Lord plays-hide 
is the joy of union and 


* Dhaktirasa becomes ripe phe 
the game of love or samslésa and vislēsa. 


- with the beloved soul. Samslesa d 
and seek wit e : fin iie dark night of the soul’; 


viélesa is the sorrow of separatio 


27. Mystics and Mysticism p- 303. ERTS Ae ad 
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it is the school of suffering - love. The joy of contacting God is 
momentary in tliis world of līlā and it becomes secure and stable 
only in the world beyond. In the alternation between samslésa 
and vislésa, the soul is freed from sensuality and egoity and yearns 
for the dawn of unitive consciousness. Thereis light on the path 
caused by visions and voices; but they are only stepping stones 
and not stopping places. It is by wise introversion in the state of 
višlēsa that the soul, which is the bride, distinguishes between 
what is momentary and what is eternal and renounces its egocen- 
tric feeling of ‘my’ and ‘mine’ and is purged of pride. Humilia- 
tion from without fosters inner humility and the spirit of resignation 
and in the state of anguish caused by the sense of separation, the 
bride lapses into depression and despair. The Lord of Love also 
suffers from the woes of loneliness and yearns for communion 
with the beloved. In the rapture of reunion, each rushes into the 
arms of the other and reflection expires in ecstasy. But the joy 
does not last long as the roots of self-feeling are not yet destroyed 
and the bride-soul is enchanted by the physical beauty of the 
Lord and mistakes appearance for reality and vision for the home. 
Once again there is withdrawal followed by a sense of gloom and 
this time the bride-soul gives up its passivity and protests and 
rebukes the Lord for His cruelty and caprice in causing unmerited 
suffering to the victim and finally there is the onset of divine 
union. The two become united and are immersed in the joy of 

communion. The symbolic language employed by the mystics in 

terms of spiritual marriage is entirely free from morbidity or ero- 

tomania. What is bhagavatkama is transempirical, and it is des- 

cribed analogically as visaya kama; but the resemblance between 

them is like that between the dog and the dog star. It is only 

E Sidrs Es are free from sexuality and carnality who 

ved who has lina KS ambo p E x ES 

in the Bhagavata, even a man who tā bi io ae E a 

ut a few glimpses of Krsna- 


préma attains mukti 36 
IX 


TRANSCENDENTAL LOVE: 


Kāntā bhāva or married relationship i 
j : t 
‘Madhura bhava or clandestine love. The Pein use es 


28. ibid. pp. 304-305. 
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is the most beautiful conception — the Lord dancing with every 
soul. , The Bhiksatana form is something similar. The Déaruka- 
vana takes the place of Byndāvana. What the proud Seers of 
the learned world failed to realize, the eternal feminine in their 
wives realized and experienced. Their hearts and souls transcend- 
ed the visayakāma stage; bewitched by the beauty of the Holy of 
Holies the Vēgēšvara, they followed Him. . The phrases suggest- 
ing extra marital love and clandestine love are used; but there is 
nothing carnal. Theirs is not a physical hankering, an animal 
passion or even a human affinity; it is Bhagavatkima, Sivakama 
or spiritual love which Maitréyi confessed to her Lord and hus- 
band Tājūavalkya. The innocent women, all of them, become 
Sivakümis.  Bhiksātana has no touch of sensuality or sin. The 
wonderful consummation is the conversion of the rebelling saints 
of Dārukavana and their dancing in the end with the Dance of 
Siva. The evil which grows in their heart and from out of their 
sacrifice of fire, takes the shape of terrible, cruel and deadly forms 
but all these become the ornaments and decorations of the the Lord 
thus suggesting that evil is only misplaced Good, a topsy turvy- 
dom, of our activities, turning selfish instead of being offerings to 
the Lord. It also brings out the doctrine of God's Grace, which 
saves anyone and everyone and where every feeling however sinful 
becomes purified and deified, once it is turned towards the Lord, 
a truth proclaimed by the Bhagavata, “whoever turns his kama 
(lust), krētha (anger), bhaya (fear), snēha (comradeship), atkya 
(the feeling of identity) and Bhakti (devotion) to Hari by con- 
tacting Him is deified or transformed into His nature (tanmayi) ?? 
“Even our faults you hold them as our merits* 3? — so sings our 
poet and refers to the stories like that of the anger of the asuras 
of Tripura. The anger and jealousy of the Rsis of Dūrukavana 
have been converted into love. The Lord dances adorned with 
all the deadly things they hurled at Him. The Beauty opens their 


eyes and they also dance in joy. 
x 
KRSNA AND BHIKSATANA: 


Prof. Srinivasachariyar states, (in, the mystic realm 2 
Krsnaism there is no such defect or deprivation as radical evi! . 


29. Bhūgavata-xxix-15- 
30. 7: 69: 6. 
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or original sin. No one, not even an asura is so depraved as to be 
deprived of Divine redemptive Love. If man does not mount up 
to God by vairāgya and jūāna, God descends to the human level 
and deifies him by His Divine touch”.3! Is this not true of the 
Bhiksātana form and may we not call Ārūrars mystic way, Bhik- 
satanaism? This story of Bhiksātana points out that even Rsis 
may become proud and not self surrender and love, may mislead 
the soul. The story starts with the Kāpāli form, the Hound of 
Heaven hotly pursuing us; it becomes the bewitching Bhiksatana 
form begging for our souls crossing our way and making love to 
us and blossoms up into the form of the eternal dance of Nataraja. 
These have been explained earlier in our study of our poet's purā- 
mic mysticism. Bhiksētana form has been found to be the motif 
s of Ārūrar's poetry. What our Professor says as forcefully and 
beautifully of Brndāvan and Krsna līlāis word for word appli- 
cable to the Darukavana and Sivatindava, by merely changing the 


proper names. The passage reads as follows with the change of 
the proper names: 


“To the philosopher, the world is maya or the riddle of 
thought; but to the bhakta it is Šivamāyā or crammed with Siva 
love; Darukavana is not merely the headquarters of cosmic Beauty 
and bliss but is the ‘eternal now’ in spaceless space in which what 
is beyond shines as indwelling love in the heart of every jiva’’.®? 
(May we add in the Daharákasa of the heart?). 
“In that exalted state of mystic union transcending the im- 


è perfect moods of prayer and praise, voices and visions, there was 


no thought of anything, as every thought was lost in enjoyment. 


There was no sense of unity or duality though the distinctions 
remained and it was the very acme of Brahmānanda. The whole 
universe felt the rhythm and the rasa par excellence of the Ananda 


Tandava (may we add, following the love escapade of Bhiksatana) 
and danced to the Divine tune like the note we 


lila of Brahman the God-head as the cosmic 
the play of the Static "Sat 


s ofa symphony. The 
dance as Trimūrti is 


c ‘Sai’ in the dynamic many which only the 
mystics as Rsis, Rsipatnis or the other seers can realize Ananda 


Tandava of the Beggar God (may we add, inspired by the love of 
all souls represented as Sivakami) reveals the all pervasive 
81. Mystics and Mysticism, p. 172. 
32. Ibid., p. 306. 
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divine love in theattractions of the atoms, the dance of the planets 
gravitating round the sun, the music of the spheres, the procession 
of space-time, the merry-go-round of '$7sti” and ‘pralaya’, the 
rhythm of life in the body with the systole and diastole and the 
dance of sankalpa and vikalpa in the brain with its dialectic alter- 
nations of pūrvapaksa and siddhanta. All the dynamic movements 
in the starry heavens above and the supra-mental attractions of 
lovers with all the romance of poetry and music below reveal the 
cosmic līlā of love of the eternal in the temporal process. In 
Anandatandava, Sri Natarāja, the erstwhile Bhiksütana, the centre 
alone is everywhere and the circumference nowhere. The sceptic 
and the cynic have a stony heart and are not moved by the mystic 
Bhiksatana form and His Dance in which Brahmarasa or Love 
itself is the play, the Hero and the actors as the two sided and 
many-sided Love, (where we may add, the Tragedy of the fallen 
souls of Rsis is converted into this comedy of their Love).33 


XI 


ARURAR AS HIMSELF AND AS THE LADY-LOVE: 


In our saint’s poetry, we find that the speeches of the damsels 
of Darukavana occur very often which drove us to the conclusion 
that the Bhiksátana form was the basic motif of his poems. The 
Alvars very often forgot themselves and sang as gopis or women 
madly in love with God. Ina similar way our poet probably feels 
that the outpourings of his heart fit better and make good poetry 
when cast in the mould of the speeches of the damsels of Daruka- 
vana. It is not that he is always conscious of it. In the white heat 
of love this motif comes to him as a matter of course. In the 
36th hymn, he definitely says that he sings like the women in 
love with God. But in other hymns, this motif peeps in, in spite 
of himself. He is sometimes referring to his own autobiography 
in spite of himself this motif is trying to 
him as may be seen in the Yzrundakatk- 
learly proves what the Vaisnavite com- 
mentators have asserted, that the ‘Penpéccu’ the speech of the 
lady-love is the real speech of the soul. Therefore, there is no 
contradiction in these two trends. As the Vaisnauia commenta 
tors point out, the Alvārs start singing in *Zánana tatmat , 1.., as 


as aman but even there, 
get the upper hand of 
karonam hymn.”* This c 


33. ibid. pp. 308-309. 
34. 7: 46: 7. 
T. 157 
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themselves as men but in the white heat of their passion for God, 
they lose themselves and sing in ‘Pirar ‘Pirattiyana tanmai’, 
i.e. as the lady-love. In the Alvar’s songs the whole of a hymn 
is either in "Tūnāna tanmai or Pirāttijāna tanmai”. But in Ārūrar's 
poems (as is often the case in Afpar's poems) even within a parti- 
cular hymn, these two trends are found, thus showing that the 
Pirattiyana tanmai is trying to come to the forefront. We have 
read the hymns Nos. 8, 9, 11, 18, 26, 32, 33, 36, 40, 42, 43, 49, 66, 
84, 88, 91 and 94 in this light. In all these hymns we have the 
motif of the Bhiksatana form. 

The damsels in love with the Bhiksatana form are innocent 
women forgetting their ‘self? at the bewitching beauty of the Lord 
and becoming His lovers in the transcendental stage. Ārūrar 
probably has the same experience of the Lord. In the speeches of 
these damsels there is a child-like innocence. They play and 
laugh in the presence of the Lord, full of humour, enriched by 
their childish fright and wonder. The real concern for the Lord 


and the sympathy with Him beggary, show that they are more 
concerned with Him than with themselves. 


But saints are not always happy. Every one of them has 
undergone the suffering of the dark chamber of separation and 
desolation. For, it is this purgation which purifies the soul, so 
that it may blossom into God-head. It is in such moments of 
desolation that the mystics speak the language of sex. Despair 
and desolation characterise the love song called ‘the neytal” in 
Tamil. The symbology of this sex poetry we have described in 
our study of the hymn No. 37.5 We have not included this hymn 
No.,37 amongst the Bhiksātana hymns referred to above; for, it 
stands unique as the song of the soul of Arūrar as the 
beloved bride of the Lord. His embrace continuing as a sweet 
remembrance, is soon realized as something of a distant past, with 
the conseguent feeling of desolation. But the lady-love cannot 
forget the Lord; her body becomes e 


maciated and she remains 
sleepless. In the hope of meeting the Lord she makes a last 


SENG to live; but the physical frame cannot bear the strain and 
the mind becomes bitter. Still she is not hard on Him, though 
the body refuses to co-operate with her, No longer the clothes or 
the bangles can stay on her body which becomes anaemic losing 
35. Vol. III 
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its colour. Her mind recounts to her the love-story, the sight of 
Him, the flaring up of her love and that fire of love consuming 
away the body, when all through these stages, she has no desire 
no power, no relation except the Lord, during all this guest of Her 
prose, the quest of her poetry and the final quest of her silence. 
Finally comes a dream or a hope where she enjoys His presence 
praises Him, embraces and becomes one with Him. Thus we see 
the poet burning away all his fleshy feelings and becoming pure 
and whole to become identified or to be in communion with God. 
The last hymn®* describes to us the final union in allegoric 
language. 


XII 
THE HOUND OF HEAVEN AND THE TINAL UNION: 


The Purāņic mysticism of drūrar studied in the previous 
chapter agrees with his artistic mysticism, bridal mysticism, ethical 
and spiritual mysticism studied in this part. The Kapali, Bhiksātana 
and Watarāja are important conceptions from this point of view, 
To many of us in the struggle for existence, world or Nature 
appears red in tooth and claw. It is a never ending wheel of 
karma, ever moving and crushing us. It looks as though it is cut- 
ting away our head when going wrong and is still allowing us to 
live as though to get for more of our blood. It chases us like the 
Hound, wounds us, allows us to escape, but still pursues us, like 
the cat playing with the mouse. The wounds are inflicted. The 
Hound pursues with its unrelenting steadiness. This is the Kapali, 
the Hound of Heaven, appearing as this world and the karma. We 
think we can escape; but the Hound pursues us dancing frightfully 
in that graveyard of bones and corpses when in this race, mind 
finally turns away from the evanescent world to the permanent 
values, the eternal verities of life. Then dawns the knowledge in 
the mind of the: soul that the Hound of Heaven is really our belov- 
ed Lord, pursuing us because of his mad attachment to us unable 
to bear our separation; He stands naked wanting nothing but our 
love, performing this great Tapas of a hunting race for attaining 
us. The Kapali appears as a Bhiksātana, the bewitching beauty. 
He crosses our way making assaults on our feminine modesty; the 
erstwhile wounds are His attempts at forceful andu ton: They 


36. H. 100. 
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are really the imprints of His kisses. The souls are bewitched by 
His beauty and follow Him. Mind is purified, egoism disappears, 
there is no thought of the ‘I’; the Soul has no other existence 
apart from the Lord. The karmas are completely washed out, the 
wounds are healed, and in worshipful prayer they are treasured 
as marks and signs of His love even by Him. ‘Ah, How my sins 
have become your feast?"—cries the lady-love—"*Pētakamē coru 
parriyaoa’’.8? This is Ardrar’s theory of Grace—''Kurram ceyyinum 
kuņamenak karutum kolkai 8 **Kurramé ceyinum kunamenak kollum 


koļkai”.% The world and the egoistic soul with all the karmas are 
thus transcended. 


All this is not felt to be the victory of the Soul but the victory 
of the love of the Lord, His Astavīra (the eight heroic deeds). 
There is no more death; Death has been conguered. There is no 
more lust; Kāmahas been burnt away into ashes, to be besmeared 
with as the purest love. The three malas or tripuras have no effect 
on us, for they have been burnt away to come into the service of 
the Lord and to become His divine art. The egotism (Daksa), the 
blind pride (Andhaka), the power (Cakra), intoxication (Jalandhara) 
are all dead. Where can all these be when the soul has no other 


thought but the Lord, when it is lost in Him and is one with 
Him? 


There is a feeling of complete identity in this communion, 
the smaller self dying to live as the Higher Self. It is then the 
experience of Natarāja, the universal bliss, first, a dance of Ardha- 


nari, a dance of communion, then ultimately the dance of the One 
where there is no feeling of duality. 


Tiruvacakam-T 0 nokkam: 7. 
7: 55: 4. 
7: 69: 6. 
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CHAPTER III 


THE FINAL GOAL 


THE LAST VERSES: 


As already noted the last verses of the various hymns give 
the results which will flow from a recitation of the hymns. Some- 
times these are described as happiness of power and sovereignty.? 
Especially in hymns like No. 2, which are addressed to the kings, 
this is the tempting message. Those who recite the hymn will 
become the slaves of God, but be the Lords of the residents of 
Heavens and kings of the ancient Royal families ruling all the 
higher regions above the rulers of the world.?. In another place 
our poet states that even if these reciters descend from the Heavens 
they are sure to live as the Lords of Provinces or Spheres — 
* Mantalanayakar".9 Hymn 3 speaks of their becoming kings on 
elephants ruling all the Heavens. The spiritual significance of this 
conception is explained below under our study of Sivalēka. Some- 
times the results flowing from recitation are referred to in terms 
of mental happiness and power and as freedom from miseries, 
though these also have their spiritual significance.! Our poet 
speaks of Lordship over the three worlds. He also speaks of the 
body suffering from the heat of pain and misery becoming cool 
with bliss* which is the way of expressing happiness in the : 
These Bhaktas are higher than the people of the world.” 
also refers to fame as a result, the fame which spread: 
world. This may at the first instanee mea ordinar 
fame but when ‘Pukal is interpreted accord Tiruv 
something immortal as opposed to our mortal 
the fame of the Bhaktas and Muktas.* 
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II 


UNIVERSAL SALVATION: 


Other hymns speak of reaching the Heavens which in the 
context probably refers to the highest spiritual state of ‘Mukti’. 
The highest sphere is called Sivaloka, the sphere of Siva the 
Good;? Paralēkam, the ultimate spiritual sphere;? Rudralokam, 
the sphere of Rudra, the destroyer;! Amaralēkam, the deathless 
sphere;2 Paragati, the ultimate goal;? Nanneri ulaku, sphere of 
Good path;!* Tavalēkam, the sphere of self sacrifice, where the 
smaller self is destroyed;!5 Mukti, freedom. 


In some places our poet speaks of the followers reaching this 
highest spheres along with Tēvakaņam. This may suggest that 
Sivaloka is only a Padamukti. 


But it is better to interpret this verse as referring to some of 
the souls going to the higher regions through what the Upanisads 
call the Dēvayāna for enjoying the sublimated pleasures and there- 
after attaining ‘Mukti’ along with others. It is also called Vanu- 
laku, the world of ether or spirit, the High Heavens, Imaiyor 
Ulaku, sphere of those who wink not Vinnulaku, the Heavens upon 
the ether or sky—if they do not mean the Svarga. For, it is possi- 


ble some of these terms may refer to the Higher worlds which we 


cannot say, Arürar never believed in. He refers to them in no 


unmistakable terms. Sivajaanabodham™ speaks of the aspirant 
reaching Tavalokam (the various heavens reached as a result of 
Tapas as distinguished from siddhi) and then coming after the 
exhaustion of good karmas to take a birth for attaining siddhi. 
Even Muktas sometimes attain lordship over these higher worlds. 


There are certain evolved souls who refuse to reach salvation 
unless all are saved and these are said to occupy at the dictate 
of the Lord, and in the service of the Lord, the places of leader- 


9. H. 9, 10, 21, 25, 32, 42, 47. 
10. H. 18, 24, 28, 98. 


11. 7: 783: 1. 

12. H. 59, 74, 78. 
13. H. 54, 64. 

14. H. 61. 

15. H. 97. 

16. H. 56. 

17. 8:1: 1. 
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ship in the various higher regions and they finally reach salvation 
along with all others. The reference to rulership, *Imaiyor ulaku 
eytutal’® *Vauattuyarta 9 ‘Vanulaku lal’, ‘Vanorulaku alarm 
‘Mantala Nāyakar „2 * Amarulakamāļpavar ,?* ‘Vinnavarkkaracé’ ,24 ‘Vin 
mulutu aal, ‘Amarulakalal’,2® ‘Vanakam antankiruppar’ ," Viyan 
mūvulaku āļal'?*—have to be interpreted in these terms. 


The final stage of Mukti is also spoken as Maro worship- 
ped by the heavens, the feet of the Supreme Lord.” It is devoid 
of all miseries for us and our people, which term also has to be 
interpreted in terms of universal salvation.9? 


Our poets calls the higher state of Heaven or Vinnulakam 
wherefrom there is no return ‘Pērā Vinnulakam'?! reminding us of 
—*'Ārā iyarkai avā nippin annilaiyē pērā iyarkai tarum" ;??. “Karrintu 
meypporul kantar talaippatuvar mar rintu vara neri? of Tiruvalluvar and 
* Na Sa punar āvarttatē” of Brahmasütra". Our poet makes this 
clear by stating that there is no going or coming there; it is being 
in the flood of bliss—*'Pēkkillai varavillaiyāki inpaveļļattuļ irupparkal 
inite^ 35 


This idea of bliss is often emphasized.*$ It is a stage of fault- 
less perfection. devoid of all the influences of karma,” Poy (un- 


H., 19, 34, 36, 45, 60. 
H, 22, 23, 48, 49. 

7: 26: 10. 

Kuraļ, 370. 
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truth), delusion, old age, etc.,** birth and death.4° This is also 
spoken of as the ‘gati’ of the Dancing Lord—‘‘Natam navinran- 
párakati t and *Parakat?*? and Mukti is the result of Paragati— 
“Muttiyavatu Parakatippayane', which is otherwise described as 
‘““Natanavinranpar katiyum eituvar Patiyavark katuvé’’ — ‘that is their 
abode or city'.4 Pati is where one goes—the refuge—the final 
resort—the goal. It is clear that the final goal is in God being in 
final communien or attaining identity with Him—‘“‘Paranotu kūtu- 
tal*.45 Tt is also clear that this spiritual experience is spoken of in 
terms of a spatial simile as abode or city or world. The idea of its 
being the supreme goal is expressed in terms of height or vertical 
ascension—"'Vūnattūyarvār”';4% *Varaiyinār vakai ñälam antavarkkum 
tampoy vanavarkkum talaivarāy nitparavar tāmē””;%7 * Mēlaiyār mēlaiyār 
mēlārē” —*Up above those who are over the Highest’.48 Mukti is 
specifically described as the fruition of Paragati or the ultimate 
goal as shown above—*'Muttiyāvatu parakatippayanē” 49 


II 


BHAKTI AS MUKTI: 


Still other hymns refer to the worship and the company of the 


Bhaktas and to one becoming a Bhakta as the immediate result of 
the recitation of the hymns — * Patam panivar 


“Att panivar’’;® Pattarāy 53 Probably 

Li D 2 
the reciters reaching God or coming ne 
tal? 54 he means this kind of approach 


US < Anbar avar’?;® 
when the poet speaks of 
ar Him, “Nātanai nanuku- 
through worship or bhā- 


38. H., 45. 

39. H., 60. 

40. H., 70. 
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45. 7: 88: 10 
46. 7: 86: 10 
47. 7: 40: 11. 
48. 7: 96: 10 
49. 7: 64: 10 
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51. 7: 39: 11 
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-vana, Or, he may mean that they reach the sphere of the Lord 


Bhakti is preferred to Mukti and the singing of the poems in the 
campany of the Bhaktas is itself looked upon as the Bliss of 
Mēksa.55 So is the bliss of their speech®* though this may appear 
as blabbering to others. Thus, these describle the state of the 
Jīvanmuktas. 


IV 
SPIRITUAL PROGRESS: 


There are other hymns which speak of mental and spiritual 
progress. Kamam (Lust), Vekuli (Anger) and  Mayakkam 
(Mēham) are the three great veils or ‘malas’ all born of ignorance 
or darkness (Jru/). There is confusion and hesitation as a result 
of this. A reciation of his Aymns cures us, according to our poet 
of these defects, our mental hesitations and confusions — **Tatu- 
mārrilar”.5 The other stages reached in mental and spiritual 
progress are also described as the results flowing from such a reci- 


' tation. The path of Tapas—‘‘Tava neri” is attained.® All faults 


are removed in this progress.” The worship of the Bhaktas is also 
one of the means of attaining spiritual perfection, an aim to be 
aspired for;*! and the poet states that those who recite his hymns 
will be the great Gurus above his own head,*? our saviours. The 
reciters attain the knowledge of the real **Tattuza ūānikal*;%4 they 
are the embodiments of virtue — ‘‘Pummyar’. These references 
do not refer to the beginning stage of the path of Bhakti but to 
the final stage where looking back one sees all these marks of 


perfection. 1 


There are other hymns which speak of the removal of the sin 


NES = Jg Fran Arts 2.67 € z 
and all kinds of miseries: 'Pávam ;66 Miseries Tunpamis kri 


29: 10; 7: 39: 11; 7: 76: 10. 
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pav; Itar'y69  *Allal;?? Natali ‘Ev (vam)';? ‘ Naraippu’;73. 
"Mūppw;"4 Tirat; *Tuyar;' 'Vinav;" ‘Pilaippu’;"® ‘Kurram’? 
and ‘Jtumpai’.®° These, though mentioned separately, are the 
effects of Karma; and the freedom from these is the final mark of 
a freed soul before it is drowned in the Bliss of the Absolute. 


V 


MEANS AS THE END: 


The final goal has thus been more often spoken of as an escape 
from Karma, sin and misery. This is what the Saiva Siddhanta 
calls Pasaksaya, the destruction of the fetters. If the soul is suffi- 
ciently evolved, the subsequent stages of Dašakārya occur all at 
once. Therefore this Pāšaksaya is the real turning point and that 
is spoken of as the negative aspect of Moksa. 


Sometimes the poet, we saw, speaks of the happiness of the | 
goal as the happiness of being in the company of the followers of 
God and singing His praises. He has worshipped God through 
poetry, singing poems in the company of Bhaktas and not in the 
isolation of his chamber of meditation. The social aspect of reli- 
gion appealed to drarar. He felt the divine bliss overpowering 
him when he sang his songs with the others in the temples he 
visited. It gave him the Joy of universal salvation. In such 
moments there arises in the minds of saints that universal love 
which prefers to their own salvation, the holy life in the service 
of God in the midst of the people of this universe. Bhakti itself 


68. 7: 58: 10. 

69. 7: 22: 10; 7: 43: 11. 

70. 7: 16: 11; 7: 20:10, 
. 71. 7: 60: 10; 7: 69: 11. 

72. 7: 31: 10. 

73. 7: 63: 10; 7: 69: 11. 

74. 7:60: 10; 7: 69: 11. 

75. 7: 69: 11. 

76. 7: 82: 10. 


77. 7: 17: 1l; 7: 19: 11; 
7: 85: 10; 7: 89: 11; 
78. 7: 26: 10. 
79. 7: 50: 10. 
80. 7; 58: 10. 
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thus becomes Mukti to them. This is whai Gēkkiļār sings when he 
sings of these great saints in general: 


a Ja o 5 ri 
"Kūtum anpinil kumpitalē anri 
Vitum vēņtā viralin viļankinār”.8% 


VI 


PADAMUKTI: 


But that does not mean that there is no other goal. That goal 
is described, therefore, in negative terms as the absence of misery, 
imperfection and karma and in positive terms as happiness. The 
indescribable has to be expressed as usual in similes. Our poet 
talks of going up as though vertically to higher worlds of happi- 
ness beyond the great beyond. Here, the words are not to be 
taken literally as an ascension through space. The mental states 
of progressive spirituality are often referred to as spheres or 
worlds or bhiimis. The highest world will then be the highest 
spiritual experience, the experience of the Absolute. It is true 
that there are others who will interpret these literally as higher 
heavens where the freed souls go and live. This is called ‘Pada- 
mukti’ but this is not considered to be the goal by any of the well 
known systems of Saivism, which all speak of Sayujya though they 
may be differing in their interpretation of that word, some taking 
it in the sense of identity and others in the sense of union. 


VII 
LABELS: 

The ultimate goal is the non-dual experience of the Absolute. 
There is no feeling of separation or duality. The final feeling is 
* Nanàya Paran”? and our poet calls God, *Irumģuņta nir",9 the 
water sprinkled on the hot fire of an iron ball becoming one with 
it. This describes the spiritual experience of non-duality. But 
the question still remains whether in spite of this unity of experi- 
ence, there is existentially any duality. Some schools of Saivism 
are monistic and assert that the erstwhile soul and God are in the 
eils or illusion of duality having been 
removed. Tbis'is today the theory held by the northern Saivism 
of Kashmere. It is said by some that it was this kind of Saivism 
that was also found in the days of Tirumular; but the Saiva Sid- 
dhānta holds that there is existential dualism and experiential non- 


ultimate stage One, all the v 


81. Tirukküffacci rappu, verse 8. 
82. 7: 38: 4. 
83. 7: 58: 1. 
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dualism. It is difficult to say to what school of Saivism Arirar 
belonged; perhaps he belonged to none. He saw the truth every- 
where and, therefore, did not join in the mutual recrimination. 
Kāpāla, Pasupata, Māvrata are names of systems of Tantric Saivism 
and our poet refers to these names. Mahéndravarman in his farce 
Mattavilasaprahasanam describes in detail the Kapalikas making them 
the butt of his ridicule. Ararar, by no stretch of imagination can 
be called a Kāpālika. Temples named Karēņam after the birthplace 
of Lakulisa are also sung by our poet. But he has no preference 
for this philosophy either. His references are restricted to empha- 
sizing the general love for God. Love, Service, Self-sacrifice, 
destruction of the separatist ‘I’ and the blossoming of the Higher 
Self in its place—these are what he is concerned with. It may be 
argued that he means more than this and that he describes the 
peculiar modes of worship of the varying sects. But it must be 


pointed that he does not describe the worshippers but God Him- 
self in this way. 


As for the philosophical terms relied on by the Saiva Siddhanta 
school—terms like Pašu, Pati, Pāšam, Malam, Anavam, Karma and 
Māyā—our poet does not refer to all of them, — Pasupati occurs as 
the name of God. Malam and Karma occur; but they are com- 
mon to all Indian philosophies.86 Pāšamis mentioned by our poet 
but not beyond doubt in the technical sense of Saiva Siddhanta.87 
Maya and Anavam do not occur unless we take * Màyam'** as Maya. 
This attempt at labelling him is futile; for, he is the poet of har- 
mony and universality, though he came in the best tradition of 
real Saivism which does not lose itself in the mirage of dialectics. 
The Saivite School was connected with the schools of Logic and 


that probably saved Saivism from becoming a prey to emotiona- 
lism. 


VIII 
NON-DUALISM THROUGH DUALISM: 


Ārūrar talks the langua i | 
t ge of dualism b i 
him a dualist because it is only through 2 C | 


84. See hymn 46, Nākaikkārņam. 

85.. Pa$upati, 7: 58: 5. 

86. Malam, 7: 35: 8; 7: 82: 6; Kk, ZS 

87. Pāšam, 7: 82: 6. arma % vinai is used in several places, 
88. 7: 95: 7. 


https://archive.org/details/muthulakshmiacademy 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


THE FINAL GOAL 1261 


monistic experience is reached; as such this kind of talk of dualism 
is inevitable. But when describing the ultimate goal he speaks 
ofthe experience being non-dual. He is not very much concerned , 
with the philosophical disquisitions; for, he is more concerned with 
the saving of the soul and the final experience about which all 
are agreed, that it is non-dual, a mystic experience of unity. Itis 
therefore, difficult to speak in more definite terms of our poet so 
as to enable the world of warring philosophers to label him a 
monist or a qualified monist, though we can safely assert that he 
is not a thorough-going dualist. On the basis of the metaphor of 
‘Trumpunta nir’, the monist claim Ararar as of their fold. Siva- 
jūānasvāmikaļ understands this simile as illustrating the mutual 
laya of the soul and God.” 


IX 


HARMONY: 


When the poet, as a mystic, has emphasized the harmony of 
all religions in his spiritual experience, it will not be fair to get 
ourselves lost in the conflicts of philosophers. In this country all 
the phrases and similes relied upon by one set of philosophers have 
been re-interpreted to suit their own theories by others. The 
Upanisads, the Brahmasūtra and the Bhagavatgita have all been 
claimed as peculiarly their own philosophical works by the differ- 
ing schools of thought, Árürar' poems are revered as the Vēda 
in Tamil and naturally each philosopher will claim it as voicing 
forth his own theory. The commentary on Sivajnana Bodham by 
Sivajfiánasvamikal gives any number of schools of Saivism which 
can in one way or other be identified with one or other of the 
conflicting philosophies of the world. Perhaps mutual conflicts of 
these philosophies, at the same time claiming these books ot 
universal vision and experience as peculiarly their own, prove that 
Arürar's poems like the other works are true for all, because 
ultimately there is this fundamental unity of RT 
underlying all these systems of thought. Has not d imse 
given out this great truth in *Arivinal mikka aruvakaw camayam 


aie a s 23 91 
avvavark kānkē árarul purintu? . 
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CONCLUSION 


These studies reveal to us drūrar rising before us with an 
integrated personality, if one may use that term, like a fully 
blossomed flower, fresh and fragrant, soft and sweet, lovely in 
colour and beautiful in form. He is a learned Brahmin steeped 
in the lore of his age, prince and warrior, statesman and 
politician — a companion of the king ‘Tampiran Tolar’ — one who 
has known the splendour of royal life — one of the fortunate few 
blessed with the wealth of learning and riches — though not with 
a'political success to the end. He has known adversity and misery, 
physical, material and political, both in the domestic and public 
life but then like the ordinary fire that gives temper to the iron, 
this fire of suffering shaped him well and made him firm and 
useful. He lives in an age of political wars and turmoils, dynastic 
revolutions and depressing famines; but undaunted he goes through 
this life, making himself useful in one way or another. It is his 
proper attitude and not the ephemeral success that is important. 


His domestic life is full of love and service — he is an ardent 
lover, a dutiful husband, a loving father. It is not all smooth 
sailing but he is proud of his wives — the very gift of God as he 
looked upon them, and the children who are s 
livesin the presence of God and looks u 
act as proceeding from and inspired by 
food and luxuries, 


piritually great. He 
pon everything and every 
God — the material wealth, 
s 3 the help of others, his very wives and their 
RnB. uH a poet and philosopher and as such looks at 
the world in a discerning mood which has 
lēdiju liviz art and’ as’ the beautiful ex. 
pression of God's Grace. He feels he is ordained for the service 
ie his loving and sympathetic heart goes to all; he goes 
about singing his musical compositions of great Tamil ee go 
temple to temple creating thereby a band of Saiva dc m ry com 
of love and sacrifice. He is a proud Prince to start pow u 
becomes humble to take pride in the service of God S 3 ut he 
Miseries he has known but the spiritual Progress a a pees 
perience all through his rich and varied an E mystic ex- 
certain of salvation — no more death, no more dob ec 
sins. This perfection reached is not a negation but a M pe 5 
: ent. 


harmonized conflictin g 
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He has been greatly moved by the lives of the great saints 
of the Tamil land; he walks in the footsteps of Campantar and 
Appar, his two great illustrious leaders. He realizes the Grace of 
the Lord and he is all kindness. He sings in his inimitable but 
simple Tamil for the people at large; his music and poetry are 
soul-stirring. The crest-fallen Tamilian is inspired with a new 


hope and the certain Grace of the Lord. The Lord is the Lord : 


of Tamil, fond of this Southern corner of the earth. He is proud 
of the Tamil language and its culture. Has not the Tamil country 
produced a galaxy of saints, so many lode stars in the darkness of 
our worldly life, leading us all to the perfection of Siva? 


His sincere nationalism has thus a pragmatic value to the 
Tamilians who cannot but forget their ancient glory and history in 
the stress and strain of political upheavals and foreign invasions. 
The poet brings out a harmony of the new culture of the life 
divine. It is, therefore, possible for him to escape the narrow 
parochialism and to become the citizen of the world — nay the 
citizen of the universe looking upon the:whole community of the 
living beings — the plant life, the animal life, the bird life and 
the human life — with all their cruelties and horrors — as one 
happy family of God. That is his great universal vision. 


The Āgamas are coming to prominence. This spiritual way 
appeals to the common man and to the spiritually great. "The 
temple is the real community centre. Rituals have not become 
dead formalities; they are as yet the satisfying concrete expres- 
sions of the inner urge — sublime and reverential. The social. 
worship becomes poetry and music in the hands of our poet. 
Royal pomp and power, wealth and grandeur sublimated as it 
were in the service of God, flow as festivals and temple, full of 
divine Grace — a wonderful way of converting private and indi- 
vidual property into public and social property through a spiri- 
tualizing power. The ritual is the loving communion with God 
ive expression to this experience of his; 


and the poems of Arurar gi n ees 
we have a glorious vision of this religion through this coin o 


vantage — his poems. 
: oe à : elp 
His religion aims at this spiritua 
divine sublimation of matter. There, God is everywhere both 


ithout and in this process every speech is a prayer, 
ght a meditation — Sahaja 


erfection of man and the 


within and w 
every act a worship and every thou 


nista. 
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The common man enjoys his folklore which has been by this 
time enriched by the Purāņas. Our poet in his appeal to the 
common man speaks this language of mythology, at the same time 
vivifying them with divine life. Their spiritual significance thrills 
the common man through poetry and music. Horrid stories are 
re-interpreted and represented as concrete expressions of God's 
love — the love that God who is the energizing dynamism of dance 
and the very 'Sant? and silence of the unchanging Absolute. 
Bhiksātana from becomes an art motif of his poetry of love. If 
Kailasanatha Temple is the frozen music of this divine mythology, 
Ārūrar's poetry is the free flow of this divine music. 


The hymns reveal a progression — a history of his spiritual 
struggle and victory. They write as it were his autobiography and 
his poems form thus a lyrical outburst. It is no more individual; 
itis universalized as poetry appealing to the heart of all men 
hankering after something — beyond human reach something sub- 
lime, in short God, the Almighty. His religion is thus not a creed 
or a dogma but a living faith; his life itself becomes Religion. 
From this point of view the poems assume an epic grandeur—the 
wars and victories of the soul. God's Grace transforms this epic 
into a drama — a divine drama of His Love. Creation becomes 
the magic transformation of souls into God. Nature, full of 
beauty, becomes the background, the theatre, the temple of God 
but at the same time showing the divine glimpses which reveal, 
that, there being nothing but God this Nature is in a way God, 
"though He transcends it. This universe of space, time and causa- 
tion is but the poetic harmony of the complications and resolu- 


tions of this divine drama. That is the vision of the Object — the 
philosophy of Nature or Pāša. 


As for the Subject — the Soul, we have the philosophy of 
Soul. We ascend with our poet the gradations of its real signi- 
ficance till it sheds all its seeming faults and becomes one with 
the true light and love of the Absolute. 


drama with all its complications and ultimate resolutions by déus 
ex macina Our poetic spiritual Progress stands vealed, His 
mystic experience becomes significant, viewed ta ON 4i Es 
experiences of other mystīcs of the world, The law 4 k is 
seen from various ascending levels as the law of Dharma e 

law of Love based on the Grace of God. There ila BE e 
. tion, Illumination and Bliss. re Purga- 


This is the plot of the 
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Illumination and Bliss are expressed in terms of love — in 
terms of the divine story of the loving couple—the Soul and God. 
Here comes the Philosophy of God. The ‘Akappattu’ so beauti- 
fully put into proper form by the Cankam poets, and Tiruvalluvar 
comes in handy as the only vehicle of this kind of divine experience 
and thought. Bhiksátana form as an art motif becomes important. 
Ariirar and God become one in love—a spiritual communion and 
identity. But this is not a love which loses its ethical grandeur. 
Arürar's is also an ethical mysticism. This final goal is expressed 
in so many ways as may be easily understood by the common 
man who is the great concern of our poet. There is possibly 
a suggestion of universal salvation, some kind of Bodhisattva idea. 
One cannot escape using spatial and temporal metaphors in 
describing this final goal. Bhakti itself is Mukti; the very com- 
pany of the saints is paradise full of their songs. But the final 
stage is communion or identity with Siva; there is no misery, no 
fetters—it is all perfection — there is also no sin. Thus, in our 
poet, Nature mysticism, Religious mysticism, Art mysticism Bridal 
mysticism and Ethical mysticism become one in revealing the 
divine perfection of his integrated personality — a personality 
which becomes the Absolute in that very process of perfection. 


The Religion and Philosophy of Ārūrar enriched by the other 
studies reveal the full stature of our poet. It has not been possibly 
to label him as belonging to any particular Philosophy. Perhaps we 
are fortunate, his harmony has a lasting value to the generations 
to come. His God, he is fond of addressing as Siva. In that sense 
he is a Saivite but not as the Kapalikas, Pasupatas and others have 
thought of it. Saivism has assumed a rich significance through his 
life and through his poems as the great divine path of love the 


golden path of all the mystics. 
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Malaiyar Aruvi, 66. 362, 363, 367, 519, 623, 681, 
Malapati, 71, 566, 644. 724, 753, 822, 871, 1108, 
Malapati hymn, 672, 675. 1168. 
Malavas, 148. Marshall, 417, 428. 
| Malayaman, 999, 1000. Maruts, 323. — 
| Malayaman Kari, 1037. ‘Maruvar Kongai’, 75. 
Mallinata Sambavaraya, 30. Matam, 219. 
Malu, 531, 532, 533. Matangan Palli, 347. 
Mamalla, 134. Matangésvara temple, 235, 274, 
| Mamallapuram, 140, 191, 216, 298, 461. 
934, 235, 247, 258, 259, 534, Matankāri, 195. 
| 535. Matavi, 338. 
| Manakkaficara Nāyanār, 385. Mathurai (South), 447. 
| Mānakkaūcārar, 114, 939, 956. Mati 287, 289. 
Maņamērkuti, 971. Matiyam, 287: 
Manaparanan, 566. Matottam, 56 . a 
Manavamma, 167, 168, 169, Matsya Purāņa, ; 
5 Matsyāri, 374. 


1030. 


956. : 

. Matsyāvatāra, 374. E 
Ar "979 >  Mattavilása, 459, 469, 828. 
narrie Mattavilāsaprahasanam, 1260 


Māņi (unmarried boy), 104. 
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Maturai, 84, 441, 442, 446, 959. 
994, 995, 1024, 1028, 1053, 
1058, 1093. 

Maturai-k-kafici, 401. 

Maturai Sivaprakacar, 35. 

Maturakavi Maran Kari, 1037. 

Māvrata, 1260. 

Mayamata, 194, 455, 486. 

Mayan, 203. 

Mayavaram, 437, 1038. 

Mayentirappalli, 234. 

Mayilai, 1041. 

Mayilai Venkataswami, 448. 

Mayilātuturai, 68. 

Mayilérumperumal Pillai, 446. 

Mayūrasarman, 159, 586. 

Mecca, 106, 120, 126, 131. 

. Meikantar, 931. 

Mēlcēri, 418. 

Mēlyāti, 123. 

Memoirs of the Archaeological 
Survey of India—No. 63. 
139; 

Mena, 238. 

Mēnaka, 224. 

Mēru, 306, 319. 

Mesopotamia, 418. 

Meykantar, 1026. 

Meypporul, 117, 118, 1095. 

Meypporul Nāyanār, 369, 1003, 
1063, 1092. 

Meypporul Véntan, 948. 

Milalai-k-kurumpar, 1094. 

Milātutaiya Nāttān, 125. 

Milātutaiyār, 1030. 

Milton, 1174. 

Minaksi, Minakshi, Dr., 127, 


138, 139, 144, 145, 147, 154; - 


159, 160, 161, 162, 163, 172, 
238, 264, 315, 316, 384, 459, 
462, 464, 465, 872, 1050. 
Minoan Crete, 420. 
Mira Bai, 1242. 
Mirror of Gesture, 469. 
Mithuna, 313. 
Mohenjo-daro, 251, 418, 419, 
420, 436, 534, 535, 537, 545, 
Mohenjo-daro-Harappa, 417, 
Mēksa, 503. 


INDEX 


Mother Goddess— Words used 
to denote Mother: Ēlai, 219, 
Makal, 217. Matamakal, 218. 
Matantai, 218. Mātu, 218. 
Nankai, 219. Pāvai, 221. Peņ, 
217, Taiyal, 220. 

Mother Goddess: Alkul (waist), 
210. Bosam, 211. Eyes, 214, 
Feet, 210. Forehead, 215. 
Hair, 216. Look, 214. Mouth, 
213. Smile, 213. Shoulders, 
212. Valai (Bangles), 212. 
Words, 214. 

Mati, 490. 

Mount Abu, 418. 

Mrda, 324. 

Mrgasira, 324. 

Mrga Vyādha, 324. 

Mukhalinga, 194. 

Mukte$vara, 298. 

Mukté$vara temple, 235, 236, 
463. 

Mukula, 311. 

Mūlattāna, 

193. 

Mullaivāyil, 162. 

Mullir, 710. 

Munai Natu, 149. 

Munai-p-pati Natu, 149. 

Munaiyaraiyar, 149, 1034. 

Munaiyatuvar, 117, 118, 1093. 

Munaiyatuvar Nayanar, 1041. 

Mundaka Upanisad, 326, 1082. 

Muni, 325. 

Muni Tandava, 442, 455. 

Müppatumillai, 714. 

Mūrkka Nayanar, 942, 1005. 

Mūrkkar, 117, 1094. 

Mūrti Nàyanar, 117, 959. 

Muruka, 236, 428, 489, 514. 
urukan, 401, 413, 456, 458, 
918, 515, 516, 983, 984, 1061 

1094, 1151. Bx 
Muruka N 
1071. 

Musalagan, 467. 

vinu Ppatu Ganga’, 914. 

ramalai, 1138 
Muttaraiyar, 484. 


Milattanam, 82, 


ayanar, 


116, 959, 
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Mitta Tiruppatikam, 973. 

Mutukuņram, 73, 74, 95, 96, 
563, 642, 677, 717, 720, 805. 

Mutukunru, 682. 

Mūvar Mutalikal, 33. 

Mūvar Tamil, 34. 

Muyalaka, 447, 463. 

Muyalakan, 453, 456, 466, 467, 
527, 530. 

Muyalvali, 530. 

Mylapore, 588, 983, 989, 997, 
1041, 1097. 

Mysore Archaeological Report 
— 1925, 120. ~ 

Mystics and Mysticism, 1244 
etc. 

N 
Nabanedistha, 324. 
Naccinarkkiniyar, 309, 310, 313, 

316, 317, 477, 483, 486, 535, 
540, 598, 950, 1125. 
Nādānta, 454, 465. 
Nādānta dance, 492. 
Nāgas, 429. 
Nāgavardhan, 392. 
Nākai, 83, 84, 1030. 
Nākai-k-kārēņam, 393, 807,879. 
Nakai-k-kar6nam hymn, 1135. 
Naka-p-pattinam, Naka patti- 
nam, 96, 97, 98, 101, 154, 
172, 808, 878, 1030, 1031, 
1097. 
Nakéccuram hymn, 591. 
Nakkirar, 291, 401, 954, 955, 
1028. 
Nakra kundala, 453. 
Nālai-p-pēvār, 525, 809, 872. 
Nalatiyar, 81, 484,. 548, 839. 
Nalavenpa, 816. sand 
Nalayira prabandham, Nalayira- 
p-pirapantam, 972, 1230. 
Nallaru, 44, 689, 724, 925. 
Nallasivan Pillai, 497. 
Nallar, 314, 451, 456. 
Nallūr-p-perumaņam, 
Nālūr, REN 
alvali, 34. 
D Es Gaitāj Atikal, 721. 
Namana Nanti, 1137. 
T. 162 


990. 


Nandivarman II, the Pallava- 


Namasivaya, 497. 

Naminanti, 117, 975,976, 1005, 
1092, 1093. 

Naminanti Atikal, 1062. 
Nammālvār, 112, 625, 652, 856, 
933, 972, 1015, 1038, 1230, 
1241. 

Nampi Enra Tiruppatikam, 683. 
Nampillai, 30. 

Nampiyantar, Nampiyantar 
Nampi, 39, 49, 105, 119, 937, 
940, 941, 945, 947, 948, 949, 
950, 951, 952, 953, 955, 956, 
957, 958, 959, 960, 961, 962, 
964, 968, 969, 970, 971, 972, 
973, 974, 975, 984, 987, 988, 
989, 990, 991, 996, 997, 999, 
1000, 1001, 1005, 1007, 1009, 
1013, 1019, 1025, 1026, 1028, 
1029, 1031, 1041, 1043, 1046, 
1049, 1101 etc. 


Nāñcil Natu, 30. 

Naūcīyar, 30. 

Nanda, 961, 1097. 

Nandanār, 258, 961, 962. 
Nandi, 50, 136, 150, 163, 176. 


255, 296, 434, 455, 456, 457, 
462, 463, 472, 1001. 


Nandikesvara, 460, 463. 
Nandikkalambagam, Nandi-k- 


kalampakam, 128, 136, 137, 
163, 176. 


Nandi mantapa, 258. 

Nandi Nrpatunga, 124. 
Nandipura Vinnagaram, 133. 
Nandi$vara, 329. 

Nandivarma, 135, 879, 917. 
Nandivarman II, 133. 
Nandivarman III, 127, 128, 129, 


135, 136, 137, 138, 159, 163, 
176, 177. 


Nandivarman Pallava, 136, 173, 


1054. 


Nandivarman Pallava II, 136. 
Nandivarma Pallavamalla, 120, 


196, 127, 133, 141, 159, 163. 


malla, 133, 166. 
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Nāngūr, 128. 

Nanipalli, 75, 690, 740,741, 989. 

Najijiyar, 856. 

Nannilam, 70, 591, 611, 1055. 

Nantivavattam, 208. 

Nappannanar, 193. 

Nappinnai, 203. 

Naracinkamunaiyaraiyar, 65, 
87, 108, 109, 110, 115, 149, 
762, 764, 765, 766, 999, 1029, 
1030. 

Narada, 352, 423, 442, 444, 
454. 

Narada Bhakti Sutra, 972, 998, 
1064. 

Naraiyūr, 1111. 

Narakam, 502. 

Narasimha, 108, 141, 154, 169, 
389, 516, 545, 734, 953. 

Narasimha I, 1016, 1017, 1030. 

Narasimha II, 136, 154, 172, 
1030. 

Narasimha II (Rājasimha), 149. 

Narasimhamāmalla, 136, 172. 

Narasimhapótavarman, 177, 
1017. 

Narasimhavarma Mamalla, 116, 
167. 

Narasirahavarman, 122, 125, 
166, 566, 1015. 

Narasimhavarman I, 143, 167 
168. 

Narasimhavarman II, 125, 139, 
165. 

Narasimhavarman | I, Mahā- 
malla, 143. 

Nendcimbavenma Pallava, . 566, 
983. 

Narasimhavarma Pallava I, 347. 

Narasimhavatara, 373. 

Nārāyaņa, 200. 


Narayana Aiyar, 125, 131, 132, 


150. 
Narkorran, 846, 
Narriņai, 924. 
Narttamalai, 154. 
Nātaka Sūtras, 362. 
Natam, 472. 
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Natamuni, 40. 

Natarāja, 181, 192, 195, 417, 
499, 440, 451, 455, 462, 479, 
492, 497, 499, 537, 554, 945, 
1098, 1103, 1109, 1248, 1251, 
1252. 

Nāttiyattānkuti, Nattiyattan- 
gudi, 69, 106, 113, 130, 564, 
1048. 

Nāttu-t-tokai, 42, 52, 803, 806. 

Nāttu-t-tokai hymn, 893, 971. 

Nātya$āstra, 264, 315, 457, 459, 
468, 471, 472, 475. 

Nāval, 109, 110, 586. 

Navalarkoman, 88. 

Nāvalarkēn, 88. 

Navalanmannan, 88. 

Nāvalārūran, 110. 

Navalar Véntan, 88. 

Naval tree, 87. 

Nāvalūr, 87, 115, 590, 614, 705, 
716, 726, 731, 761, 766, 841, 
884, 900, 1030, 1034. 

Nàvinukkarayan, 809, 872. 

Nāvukkaracar, 690, 1124. 

Nāvukkaraiyar, 69. 

Nayasēna. 120. 

Nécan, 1014. 

Nēca Nāyanār, 117, 1054, 1089, 
1097, 1107, 1108. 

Negapatam, 929. 

Nelvāyil, 838. 

Nelvāyil Aratturai, 807, 989, 
993. 

Nelvēli, 147, 1016, 1017, 1038, 
1039, 1094. 

Nepal, 391. 

Nepalam, 1002. 

Nerkunravanar, 1026. 

Netiyēn, 202. 

Netumaran, 116, 120, 146, 147, 
152, 956, 1096, 1038, 1039, 

n 1094, 1096. 
etufic 

Nil, hcataiyan, 132, 846. 


Nilagriva, 262. 
Aga Sastry, K. A., Prof., 
i 128, 145, 146, 163, 
71, 392, 942. 999, 1016, 
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Nilakanta Yalppanar, 989. Palaiyārai, 950, 969. 
Nilakantha, 195, 263. Palaiyol, 489. 

| Nilakantham, 262, 267, 268. Palamanni-p-patikkarai,698,701. 

| Nilam, 208. Palamoli, 304. 

| Nīlanagna, 997. Pālāru, 162, 808, 820. 

| Nilanakkan, Nilanakkar, 116, Pālāvi, 565, 893, 894, 895. 

| 983, 984. Palikolli, 415. | 
Ninracir Netumāran, 1050. Pallava, 111, 112, 113, 264. 
Ninracir Netumàra Nayanar, Pallava age, 257, 403, 520. 

1038. Pallava Architecture, 276, 361, 

Ninriyūr, 745. 379. 
Ninriyür hymns, 1052. Pallavamalla, 133, 136. 
‘Niru tankiya’ (hymn), 67. Pallava Nandivarman III, 130. 
Nisumbha, 444. Pallava Rajasimha, 146. 
Nītūr, 849, 1023, 1041. Pallavarāyan, 1000. 
Niva, 808. Pallava’s emblem-Bull, 257. 
Notittanmalai, 880, 935. Pallavasimhavarma, 124. 
Nrpatunga, 138, 159. Pallipatai, 347. 
Nrttamūrti, 191, 534, 555. Palyakasàlai  Mutukutumi-p- 


Nyāya vaisésika schools, 1165. peruvalüti, 846. 
Panaiyūr, 806. 


O pāta, 79, TG, 
Oldenberg, 272. Panankattur, 283, 783. 
Onakantan Tali, 775. Panapattira, Panapattiran, Pan- 
On the seven grades of love, apattirar, 115, 119, 125, 126, 
1190. 133, 1020, 1024, 1059. 
Ori, 1030. Paficakrtya, 497. 


riein and Early History of Paficakrtya Natana, 492. 
= Seu in Soit India, 132. Paficaksara, 72, 497. 
Ornaments, 548 ct. seq. Paficaksara hymn, 150, 1085. 
Ornaments of Siva: Ash, 555. Paficapada, 124. 

Catai, 551 et. seq. Ear, 548  Paficapádasirha, 123, 124. 

et. seq. Feet, 553 et. seq. Fire, Paficaratra Agama, 331. 
| 553 et.seq. Utukkai, 552 et.seq. Paficavan Mahadévi, 467. 

Orriyür, 715, 728,762, 777, 795, Paficavata 384. — 3 
| 807. 808, 886, 887, 922. Paficavata (Yajūēpavīta), 385. 
Orunampi, 1093. Paficavati, 384, 580. — 
Ottakkūttar, 335, 490. der e (Yajfopavita) 385, 
P Pāņdavas, 518. 

Pāccil, 654, 655, 656. Pandava Slmhalēcana, 123. 


OS 566. Pandya, 112, 113, 520. d 
Pāccilcirami 55590. — FASS Nga Nelms 


à 1017. 
. Padma Pāša, 311. z i 
Paduka Pattabhisēkam, 1026. a ae 
Paiüüili, 566, 658, 659, 660. Pandya enna i : 
Pakali, 320. . Pankunt uttiram, 2 d 
Pākan, 240 et. seg. Pannirupattiya™ 954. 
Palaiyanūr, 489, 825. Panņuruttti, 06. 


iab, MP 


https:rlarchiive .orgidetellsimuthüldhs mac dE 
er I 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


Pantanainallir, 393. 

Pantaranka, 380, 555. 

Pantaranka dance, 394, 536. 

Pantarankam, 308, 310, 321, 
395, 396, 444, 446, 486. 

Pantheism, 1149. 

Pāņtikkotumuti, 72, 132, 150, 
663,.917. 

Pantikkotumuti hymn, 879, 
1119. 

Pantikkovai, 147, 484, 1026, 
1040. 

Pantimatevi, 987, 1054. 

Pantiyan Nanmāran, 428. 

Pāpanāšam, 521. 

Paracuramar, 1108. 

Paradurggamardhana, 1046. 

Parakésarivarman Uttama Cēļa, 
41. 

Paramatattan 972. 

Paramēšvara, 2, 142, 143, 144, 
1016, 1017, 1018, 1050. 

Paramēšvara I, 1016. 

Paramēšvaran, 162, 1040. 

Paramé$varavarman, 139, 144, 

Paramé$varavarman I, 143, 
1016. 

Paramēšvaravarman II, 138, 
141. 

Parame$vara Vinnagaram, 133. 

Parampu Malai, 526. 

Paranar, 1028. 

Parani, 398, 401. 

Parafijodi, 1019. 

Parafijoti (alias Siruttondar), 
1016. - 

Parankippēttai (Porto Novo), 
838. 


Parankunram, 112, 892. 
Parāntaka Pallavarāyan, 237. 
Para$iva, 64. 

Paragu, 198, 311, 314,315. 

Parašurāma, 519, 745. 

Pārati (Bhārati), 395. 

Paravai, 74, 93, 95, 99, 101, 
107, 110, 113, 278, 563, 564, 
583, 591,595, 596, 689, 717, 
718, 811, 813, 816, 878, 887, 
918, 1000, 1099, 1100, 1208. 
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Paravaiyār, 68, 69, 70, 79, 82, 
84, 92, 93, 95, 134, 587, 811, 
1196. 

Pāri, 525, 526, 1037. 

Pārīccuram, 526. 

Parimēlaļakar, 254, 399, 435, 
1072, 1074, 1080, 1117, 1125, 
1226. 

Paripātal, 193, 339. 

Pārisada, 397. 

Pāritam, 302, 396, 397, 399, 
400, 404, 411. 

Paritams, 398, 399, 403. 

Parivrtta, 464. 

Pariyal, 374. 

Pariyaļam, 1015. 

Parsada, 397, 

Pāršavakrānta, 466. 

Pārtha, 1108. 3 

Pārthan (Arjuna), 283. 

Pārthānugraha mūrti, 281, et. 
seq. 

Pārthānugraha mūrti, 180. 

Pārvatī, 65, 222, 262, 263, 267, 
274, 278, 279, 281, 296, 297, 
298, 312, 315, 320, 322, 324, 
330, 331, 340, 346, 350, 352, 
354, 393, 425, 427, 490, 520, 
524, 548. 

Parvati’s Tapas, 340. 

Pasa, 64, 313, 456. 

Pà$upata, 398, 518, 623, 936, 
1260. 


Pa$upata mūrti, 191, 283. 
Pasupatar, 385. 


Pāšupatas, 391, 392, 393, 400, 
1265. 


Pāšupatāstra, 281, 282. 
Pāšupatāštra mūrti, 282. 
Pāšupata system, 33. 


Pasupata Vr t 

E ata, 385, 393, 529, 
Pašupati, 139 

419, 490. ^ 256, 261, 324, 


Patāgas, 454, 
S 454. 
atàka hasta, 313 315 340, 454 
Patāka hasta pose, 464. — 4 

Patāka pose; 316, 464. 
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Pātal neri, 33. 

Patafijali, 191, 332, 391, 445, 
467, 508. 

Pataiijali dēva, 467. 

Pati (God), 64. 

Patikam, 15, 17. 

Patikkacar, 1026. 

Patipacupaca Vilakkam, 1183. 

Patiri, 208. 

Patirruppattu, 535. 

Patra Kundala, 453. 

Pattar, 30. 

Pattar, 404. 

Pattavardhana, 120. 

Pattavarttanam, 120. 

Pattinappālai, 234, 

Pattinattār, 119, 185, 186, 189, 
943, 969, 990, 1011, 1013, 
1187, 1188. 

Pattinattatikal, 1011. 

Patti$varam, 360. 

Pāvai, 221. 

Pavalakkoti mālai, 283. 

Pennakatam, 1031. 

Pennàr, 66, 805. 

Pērāciriyar, 268, 1072. 

Pēraņi, 306. 

Percy Brown, 275, 276. 

Pēri Cāttanār, 428. 

Perilampen, 218. 

Periyalvar, 109, 734, 755, 840, 
857, 1103. 

Pariya Perumal (Rajaraja), 28. 

Periyaperuman Atikal, 75. 

Periyapuranam, 3, 49, 105, 106, 
109, 112, 113, 115, 118, 119, 
130, 137, 138, 142, 148, 150, 
152, 159, 252, 270, 271, 396, 
467, 479, 480, 524, 530, 583, 
585, 675, 677, 686, 706, 747, 
758, 875, 937, 938, 939, 940, 
941, 942, 944, 945, 947, 949, 
950, 952, 956, 957, 960, 961, 
968, 977, 993, 999, 1002, 
1007, 1015, 1016, 1017, 1018, 

| 34, 1039, 1043, 1051. 
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Perumākkētaiyār, 1020. 

Perumilalai-k-Kurumpar, 115, 
149, 1062. 

Perumilalai-k-Kurumpa Nāya- 
nàr, 971. 

Perunkatai, 942. 

Peruntirattu, 31, 1166. 

Pērūr, 72% 73, 345, 479, 555, 
686. 

Peruvalanallūr, 1016, 1040. 

Pētai, 218. 

Pētumpai, 218. 

Pēy, 301, 396, 398, 400, 401, 
402. 

Pēyālvār, 391, 972. 

Peyār (Kāraikkāl Ammaiyār), 
117. 

Pēykkāūci, 401. 

Phaedrus, 1145. 

Piccāņdār, 409. 

Pilgrim's Progress, 525. 

Pillai Lēkāchāryar, 1211, 1215. 

Piņdi bandha, 472. 

Pinkala Nikantu, 552, 921. 

Pinkalantai, 108, 255, 402, 474, 
478, 502, 1003, 1231. 

Pififiakar, 552. 

Pirai, 287, 288, 290. 

Pitavūr, 526, 852. 

Pittan, 396. 

‘Pitta Piraicūti”, 66. 

Plato, 972, 1145. 

Plotinus, 1147, 1188, 1238. 


Poli, 318. 

Ponnéri, 176. tiefot we 
Ponvaņņattantāti, 83, 1021, Mrs, S$. 
1022. vo hd cag EN ES 

Pope, Dr., Qe BE n 


Poraiyan, 1020. — 
Pothiyam, 1001. — 
Poti, 321. taf 
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Pradēsa stētras, 454. 

Prajāpati, 304, 324. 

Prakrti, 248. 

Prāmathas, 328. 

Pranava, 261, 305. | 

Prasārita pose, 463, 465. 

Pratikrta, 191. 

Prayēkavivēkam, 1071. 

Prthvīmahā dēvi, 263. 

Pūcalār, 45, 76, 115, 119, 124, 
125, 136, 176, 177,747, 1052, 
1053, 1062. 

Pukalccēla, 951, 952. 

Pukalccola Nāyanār, 173, 1063. 

Pukalccēļar, 117. 

Pukalēnti, 1026. 

Pukali, 248, 984. 

Pukalttuņai, 525, 622, 
1048, 1061. 

Pukalttuņāi Nāyanār, 70, 620, 
1047, 1071. 

Pukalttunaiyar, 116. 

Pukalūr, 43, 44, 94, 960. 

Pukar, 43, 44, 94, 338, 947, 960. 

Pukkoliyūr, 926. 

Puļakēši, Pulakésin, 1015, 1016. 

Puļakēši IT, Puļakēšin II, 122, 
1011, 1015. 

Pulastya, 423, 430. 

Pulikatimal, 162. 

Pulikēšin, 147, 169, 392, 516 
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_Sanāta, 421, 430, 438. 


Sanatkumāra, 421, 430. 438. 

Sandhyā Nrītam, 445. 
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Tirunaraiyūr-c-cittīccaram, 618. 

Tirunattiyattankuti, 598. 

Tirunāttiyattānkuti hymn, 685. 

Tirunāttuttokai, 796, 804. 

Tirunāvalūr,:54, 65, 77, 87, 88, 
125, 480, 490, 762, 765, 1029, 
1059. 

Tirunavukkaracar, 208, 290, 525, 
746, 798, 968, 969, 970, 973, 
975, 988, 993, 994, 999, 1093, 
1094. 

Tirunāvukkaraiyar, 745. 

Tirufiàyiru kilàr, 79. 

Tirunelvāyil Aratturai, 838. 

Tirunelvāyil Tiruaratturai, 81. 

Tirunelvēli, 84, 441, 442, 507. 

Tirunilakanta-k-kuyavanar, 945. 

Tirunilakanta Nayanar268,1097. 

Tirunilakantar, 117, 268, 945, 
946, 1096. 

Tirunilakanta yalppanar, ‘23, 
116,993,994, 1058, 1063, 1096. 

Tirunilakantha, 1024, 1062. 

TirunilanakkaNayanar, 974,997. 

Tiruninra ür, Tiruninravür, 76, 
747, 1052, 1053, 

Tiruninriyür, 45, 54, 75, 690, 
747, 749. 

Tiruninriyūr hymn 519,521, 522. 

Tirunirrūppatikam, 146. 

Tiru Nītūr, 750. 

Tirunotittānmalai, 931. 

Tiru Onakantan Tali, 775. 
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Tiruppaccilacciramam, 72, 94, 
989, 993. 

Tiruppaififiili, 72, 657, 969. . 

Tiruppaififilli hymn, 681. 

Tiruppala mannion ese 14, 


Tiruppalanam, 973. 
Tiruppanaiyūr,70, 564, 608,609. 
Tiruppanantal, 955. 
Tiruppantikkotumuti, 661. 
Tirupparankunram, 84, 132, 
193, 891. 
Tirupparankunram hymn, 879, 
917. 
Tirupparuppatam, 564. 
Tirupparutti-k-knnram, 154. 
Tiruppataliccuram, 85. 
Tiruppatikam, 973. 
Tiruppattīccuram, 993. 
Tiruppāvai, 38. 
Tirupperumankalam, 999. 
Tiruppērūr Pillars, 158. 
Tiruppotiyil, 745. 
Tiruppukal, 59. 
Tiruppukalūr, 55, 68, 69, 70, 
564, 591, 592, 606, 994. 
Tiruppukalūr Antāti, 1026. 
Tiruppukalūr hymn, 518. 
Tiruppukalūr Purāņam, 970. 
Tiruppukkoliyür, 564. 
Tiruppukkoliyūr Avināci, 924. 
Tiruppunavāyil, 85, 906. 
Tiruppunkūr, 67, 76, 83, 103, 
258, 564, 805, 842, 871, 874, 
961, 999, 1000. 
Tiruppunkür hymn, 276, 523, 
1131. 
Tiruppünturutti, 71, 996. 
Tiruppurampayam, 72, 73, 92, 
673, 674, 677. 
Tiruppurampayam hymn, 563, 
908. 
Tirupputtür, 84, 441, 443, 621, 
1047. z 
Tirupputtūr hymn, 1225. 4 
Tirupputtūr-p-purāņam, 441, d 
449, 443, 446, 447, 448. 7 
Tiruppavanam, 84, 889, 892. 
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Tiruttakka Tēvar, 849, 1046, 
1114. 
Tiruttavatturai (modern Lal- 
gudi), 41, 176. 
Tiruttillai, 1022. 
Tiruttinainakar, 67, 77, 577. 
Tiruttinainakar hymn, 675. 
Tiruttokai, 987, 989. 
Tiruttontar Purāņasāram, 937. 
Tiruttoņtar Tiruvantāti, 49,105, 
137, 937, 938, 984, 1004. 
Tiruttontattokai, 49, 50, 109, 
118, 125, 127, 136, 145, 147, 
148, 525, 564, 569, 587, 595, 
598, 603, 613, 647, 688, 699, 
700, 720, 872, 936, 937, 938, 
1 941, 942, 944, 945, 949, 951, 
959, 964, 968, 977, 1004, 
1043, 1049, 1051, 1052, 1065, 
1066, 1084, 1086, 1087, 1088, 
1089, 1090, 1091, 1095, 1099, 
1101, 1102, 1103, 1105, 1108, 
1109, 1126, 1129, 1153. 
Tirutturai-p-pūņdi, 345. 
Tirutturaiyūr, 66, 572.. 
Tirutturutti, 74, 81, 101, 102, 
846, 847, 848. 
- Tiruvacakam,323, 841,933,972. 
+ Tiruvaiyāru, 71, 85, 90, 105. 
is » 642, 646, 879, 880, 911, 969. 
1 - 1022. 
Tiruvaiyaru hymn, 321. 
Tiruvalam Polil, 71. 
Tiruvalampuram, 733. 
Tiruvalaīculi, 71. 
Tiruvalankattu Mitta Tiruppa- 
tikam, 972. 
Tiruvalankattu-p-Puranam 443, 
444, 456. 
Tiruvālankāttu-t-tiruppatikam, 
RERNA 
_Tiruvālankātu, Tiruvālangādu, 
80, 100, 440, 441, 442, 443, 
451, 452, 456, 808, 825, 982. 
hymn, 1085. 


. Tiruveļļatai, 685, — 


INDEX 


Tiruvalivalam, 591, 602. 
Tiruvālkoļiputtūr, 74, 702. 
Tiruvallam, 78, 176. 
Tiruvallam Temple, 135. 
Tiruvalluvar, 75, 217, 351, 359, 
362, 363, 399, 414, 433, 502, 
503, 568, 718, 775, 787, 806, 
839, 843, 885, 898, 1113, 
1117, 1128, 1201, 1217, 1236, 
1255, 1265. 
Tiruvāmāttūr, 98, 827. 
Tiruvanaikka, 71, 523, 647, 649, 
1055. 
Tiruvānaikkā hym, 1085. 
Tiruvaficai-k-kalam, 85, 97, 
564,646,914, 917, 927, 1020, 
1021. 
Tiruvāūciyam, 70, 614, 631. 
Tiruvaņņāmalai, 198, 199. 
Tiruvanpārttān Panankattir, 78, 
782. 
Tiruvantāti, 49. 
Tiruvāraimērrali, 72. 
Tiruvarangulam, 451. 
Tiruvārūr, 42, 43, 44, 65, 67, 
68, 69, 70, 73, 74, 79, 80,81, 
82,85, 86, 91,93, 95, 96, 98, 
99, 101, 103, 193, 352, 480, 
564, 567, 583, 586, 587, 595, 
689, 717, 721, 794, 805, 807, 
811,812, 813, 814, 814, 815, 
820, 824, 832, 880, 908, 913, 
975, 994, 1004, 1005, 1021, 
1043, 1044. 
Tiruvārūr. 
1021, 1029. 
Tiruvarutturai 66. 
Tiruvati diksā, 89. 
Tiruvatikai, 67, 90, 176, 306, 
969, 1002. 
Tiruvāvatuturai, 70, 81, 100, 


101, 322, 591, 623. 80 
871,994, 1009. ` TORA 


Tiruvàymoli, 503, 856, 931. 

Tiruvaymir, 978, . 

Tiruvekampam, 100, 828. 
muvékampam — "Tirumerrali, 


Mummanikkovai, 


^ S 


*. 
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Tiruvēļvikkuti, 846. 

'Tiruveficamakkütal, 665. 

-Tiruvenkattu Nankai, Tiruven- 
gattu Nankai, 1009, 1017. 

Tiruvenkatu, 75, 737. 

Tiruveņņeinallūr, 77, 88, 564, 
570, 754, 765, 838. 

Tiruvenpakkam, 80, 100, 823. 

Tiruvérkatu 1005. 

Tiruvétakam, 995. 

Tiruvetirkolpati, 74. 

Tiruvicai-p-pā, 612, 1022. 

Tiruviļaiyātal, 447, 1059. 

Tiruviļaiyātal Purāņam, 
440, 457, 1024. 

Tiruvīlimilalai, 70,94, 612, 613, 
969, 970, 988, 994. 

Tiruvirattaimaņimālai,251,972. 

Tiruvirkuti, 352. 

Tiruvitaimarutūr, 71, 176, 624. 
625. 

Tiruvitaivay, 41. 

'Tiruvonakàntan Tali, 78, 96. 

Tiruvorriyūr, 42, 78, 79, 80, 96, 

- 98, 99, 176, 564, 794, 811, 
812, 815, 816, 817, 823, 835, 
845, 880, 917, 1032. 

Tiruvēttūr, 982, 990, 996. 

Tiruvulāppuram, 1021. 

Tiruvuntiyar, 323. 

Tiruvüral, 80. 

Titans, 309. 

Tivākaram, 338, 478, 482, 922, 
1003. 

Tolkappiyam, 124, 131, 160, 
223, 239, 256, 401, 485, 528, 
861, 1164. 

Tolkappiyar, 220, 320, 483,484, 
520, 528. 

Tontaiman, 80, 120, 162. 

Tontainatu, 77, 81, 96. 

Tontai-p-pallavan, 160. 

Tontaiyar, 161. 

Tontamantala Catakam, 1025. 

Tontar, 404. 

Tontaratippoti, 1091. 

Totākkāīci, 401. 

T’ou po (Tibetans), 164. 

Trailēkyamahādēvi, 238. 


125, 


` 
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Trayambaka, 323. 
Trent (Council of), 1193. 
Trichinopoly, 409, 1016. 
Trichy Dt., 126. 
Trimūrtis, 196. 
Tripatāka pose, 315. 
Tripura, 58,252, 305, 312,315, 
316, 374, 394, 604. 
Tripura Dahanam, 53, 306, 315, 
320, 457, 470, 596. 
Tripura dance, 313. 
Tripurāntaka, 180, 191, 
194, 305, 312, 529, 534. 
Tripurantaka Mūrti, 304, et.seq. 
Tripurāntakēšvara, 297. 
Tripurāntakēš$vara Temple, 461. 
Tripurāri, 195, 465. 
Tripura Tāņdava, 312,314, 446, 
450, 456. 

Trisasti Purātana Garitrē, 120, 
122. ^ 
Trigila, 315, 455, 456, 534, 535. 

Trivikrama, 445, 456, 734. 
Ts’o fou Yuan Kouei, 164, 165. 
Tullal, 474. 
Tuluvam, 131. 
Tumburu, 454. 
Tunankai dance, 401. 
Tundaka, 177. : 
Tungabhadra, 1054, 1107,1108. 
Turnour, 169. .. 
Turutti, 846, 877, 878. 
Tyāgarāja, 193, 1114. 
U 

Udaipir State, 418. . 
Udayadivakaran Tillaiyali, 282. 
Udayéndram Plates, 126, 133. 
Ugradēva, 324. 
Ukkirapperuvaluti, 902. 
Ulakanatha Pillai, 1011. 
Ulāmālai, 990. 
Uma, 197, 221, 223, 267, 278, 

303, 307, 324, 398. 
Umabhaga mirti, 210. 
Uma dēvī, 25 d 

a Mahe$a, : 

ae Mahēšvara, 191, 226, 237. 
Uma Paraméévari, 238, 252, 467. 


192, 


N 
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Umāpati, 612. 

Umāpati Sivam, 30, 937, 1129. 

Umāsahita (form), 194, 225, 
236, 529, 534. 

Umāsahita mūrti, 236. 

Umāsahita sukhāsana form 235. 

Umāskanda, 194. 

Uma Tandava, 455, 458, 488. 

Umattam, (Datura), 453. 

Unmai Vllakkam, 351, 496. 

Upadésa Kandam, 253, 370. 

Upamanyu, 281, 428, 933. 

Upavita, 325. 

Upéndra, 329. 

Uppiri-Kuti-Kilar, 413. 

Uragapuri, 1040. 

Uragas, 454. 

Uraiyēcai-p-patikam, 75. 

Uraiyūr, 526, 952, 1016, 1040. 

Urantai, 338. 

Ürdhvajanu, 449. 

Ürdhvajanu Karana, 466. 

Ürdhvatandava, 442, 450, 452, 
456, 458, 459, 464, 497, 544. 

Ürttokai, 43, 796. 802, 805, 806. 

Uruttiracanmanar, 413. 

Uruttirapacupati, 117, 1094, 

Ūrvaci, 969. 

Usana samhita, 1003. 

Utksipya, 466. 

Uttama Cola, 134. 

Uttarakāmikāgama, 192, 224, 
311, 390, 450, 453, 457. 

Uttarakēcamaīkai, 990. 

Uttarāpati Nāyaka, 1018. 

Uttarāpatīsvara, 1017, 1018, 
1019. 

Utukkai, 456. 


V 


Vācaspati, 391. 
Vācuki, 319. 
Vādībhasimha, 997. 


Vadivelu Chettiyar, K., 31, 32, 


Vaduga, 160. 
Vaduku, 472. 
Vāgīša, 121, 997. 
Vaikai, 441, 988, 995. 


Vaikuņta Perumā] Temple, 138, 
139, 141, 142, 144, 158, 161, 
357, 511, 516, 517. 

Vaivāhika, 194. 

Vājasanēyi Samhita, 304. 

Vajra, 311, 313. 

Vajrabēdhi, 872. 

Vakkaléri grant, 177. 

Vakkaléri Plates, 160. 

Valampuram, 75, 733, 734, 735. 

Valampuram hymn, 1140. 

Valivalam, 69, 497, 564, 593, 
605. 

Valiya, 318. 

Vallabha, 167, 169. 

Vallabhacarya, 1081. 

Vallabharaja, 169. 

Vallalar temple, 437. 

Valli, 516. 

Valmika, Valmiki Ramayana, 
216, 433, 508. 

Vāļolipurrūr — (Valkoliputtür), 
703. 

Valuti (Netumāran), 116. 

Valuvür, 344, 345, 354, 374. 

Vāmācārins, 393. 

Vamapurana, 196, 248, 371. 

Vāņakularāyan, 1000. 

Vanaparvam, 281. 

Vanappakai, 69, 106, 107, 108, 
148, 151, 152, 563, 691, 696, 
705, 722, 726, 758, 796, 916. 

Vafici, 106, 338, 914, 927, 929. 

Vanpārthān Panankāttūr, 782, 
783. 

Vanroņtan, 705. 

Vantontan, 89, 109. 

Vantontar, 87. 

Varada pose, 354, 360,524, 525. 

Varaguna, 126, 133, 150, 1059. 

Varaguna I, 119, 126, 1024. 

Varaguna II, 119, 126. 

Varaguna Pandya, 119, 125, 

vērās 191, 237. 

arāha Purāņa, 
372. 37. 2a, 330, 334, 344, 

Varāhāvatāra, 873, 

Varificai, 1033, 


arificaiyür, 1034. < 
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Vartamanéccuram temple, 960. 

Vasanta, 340. 

Vasista, 423. 

Vāsuki, 443, 446. 

Vatakam, 414. 

WVatapi 2, (116, 122,199 135, 
146, 152, 162, 169, 953, 1009, 
1011, 1014, 1015, 1016, 1017, 
1019, 1046. 

Vatàpi Ganapati, 1019. 

Vatarankam, 428. 

Vatāraņya Māhātmya, 452. 

Vata Tirumullaivāyil, 80 

Vātavūrar, 133. 

Vatsarāja, 121. 

Vatuka Karunātaka, 1026. 

Vaughan, 1171. 

Vayalir Pillar Inscription, 169, 
174. 

Vayilan, 1094. 

Vayilar, 117, 1062. 

Vayilar Nayanar, 1041, 1097. 

Vaymir, 969. 

Vayu, 196. 

Vedal, 154. 

Vēdānta Désikar, 469, 1211. 

Véedaranyam, 84, 879, 1003. 

Vēdas, 305, 306, 307. 

Vel, 341. ; ; 

Vēļāņ Adittan, 237. 

Vēļ Āy, 1037. 

Vellaru, 838. 

Vellatai, 756. 

Veļļiampalam, 457. 

Vellippattu, 54. 

Vēlūrpāļayam Grant, 176. 

Vēlūrpāļayam Plates, 129, 1015. 

Velürpalayam Vēļūrpāļayam, 
128, 1015. 

Valvikkuti, 74, 714, 846, 847. 

Velvikkuti Grant, Vélvikkudi 
l 145, 846, 959, 
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Vēnki, 1107. ; 

Veņņeinallūr, 54, 488, 754, 762, 
809, 820. 

Venni, 1057, 1058. 

Vētāļa pose, 313. 

Vetkalam, 282. 

Véttuva vari, 489, 535. 

Vēyātiyār, 284. 

Vidhi, 33. 

Vidhyādhara, 413, 414. 

Vidhyādharas, 454. 

Vignēša, 455. 

E anugrahamürti form, 

2 


Vijayālaya, 123, 126. 


Vijayanagara, 1018. 
Vijayanandi Vikramavarma, 23. 


Vikramaditya, 141, 147, 173, 


177, 1016, 1040. 
Vikramaditya I, 1016, 1050. 
Vikramaditya II, 177. 
Vilande, 1016. 

Vilantai Vēl, 1058. 

Vīlimilalai, 593, 877. 

Villavan, 1039, 1040. 
Villiputtūrār, 281. 

Vilvēli, 1040. 

Vinadhara, 436. 

Vinàdhara Daksiņāmūrti, 422, 

423, 427, 428. 

Vinayāditya, 148. 

Vināyaka, 306, 513, 517. 
Vindhyas, 489, 520, 1030. 
Vinētakkūttu, 472. 

Vīrabhadra, 195, 328, 331,492, 

1018. ; 2 
Virai Kavirāj 


— Vogel, Dr 
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Visāpaharaņa Marti, 180, 263, 
268 | 3 


Vismaya, 311, 312. 

Vismaya pose, 311, 313, 344, 
355, 360, 361, 454, 458, 460, 
464, 525. 

Visnu, 51, 52, 53, 54, 55, 58, 60, 
62, 196, 197, 198, 199, 200, 
201, 203, 204, 205, 207, 208, 
226, 235, 238, 248, 251, 252, 

2:962. 281, 304, 311, 319, 327, 
328, 352, 353, 354, 400, 425, 
454, 456, 460, 490, 495, 528. 

Visņu-anugraha mūrti, 353. 

Visņu as Sivas Rsabhavahana, 

251, 252, 253. 

Visņu Cakradana, 529. 

Visņu-dharmēttara, 191, 226, 


964... IEEE 
430. 


Visvāmitra, 423 


Vrātakha 


Zen Buddhism, 189. 


W 

Walter Hilton, 1239. 
Weapons of Siva, 527, et. seq. 
Wijasinha, 169. 
William Blake, 1147, 1149. 
Woodroffe, 1110, 1150, 1192, 

1193, 1197. 
Wordsworth, 1150. 


Y 


Yājūavalkya, 395, 856, 1242, 
1247, 

Yajüopavita, 385, 386, 388 392, 
405, 406. . 

Yajurvēda, 262. 

Yaksas, 454. 

Yāl, 474, 475. 

Yālppāņa Nāyanār, 1024. 

Yama, 305, 374, 500, 501, 502, 
512. 

Yāpparunkala Vrtti, 117, 154. 

Yašas Tilaka Campu, 122. 

Yatus, 1030. 

Yoga Daksinamirti, 422. 

Yoga Narasimha, 403. 

Yoga Pattam, 430. 

Yunnan, king of, 166. 

Yūpa inscriptions, 170. 
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